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Introduction
I suppose th a t  i f  I  e v e r go to  P a r is  th e  f i r s t  p e rso n  
I  m eet w i l l  be m yself s in c e  1 have been th e r e  in  one 
way o r a n o th e r  f o r  so long .
(LWS p . 665)
In  1935 Leonard Woolf p u b lish e d  in  London a s  p a r t  o f th e  H ogarth  
e ssay s  s e r i e s  C h a rle s  M auron 's A e s th e tic s  and P sycho logy , t r a n s l a t e d  
from th e  F rench  by Roger F ry  and K a th e rin e  John , in  which Mauron p ro ­
posed th a t  we can e x p la in  b o th  why we c r e a te  works o f  a r t  and why we 
f in d  p le a su re  in  a r t  i f  we ta k e  th e  n a tu re  o f th e  c o n te m p la tiv e  a t t i ­
tude  as  a s t a r t i n g  p o in t .  In  1939 G allim ard  p u b lish e d  in  P a r is  T h ie rry  
M auln ier*s I n t ro d u c t io n  à l a  p o é s ie  f r a n ç a i s e , an  a n th o lo g y  o f  F rench  
p o e try  from th e  f i f t e e n t h  th rough  th e  tw e n t ie th  c e n tu r ie s .  The book 
co n ta in ed  a long  in t ro d u c t io n  which claim ed th a t  p o e try  i s  a  dem iurg ic  
a c t i v i t y  which r e s to r e s  to  language i t s  supreme fu n c tio n  o f engendering  
th e  w orld . In  1944 in  Buenos A ire s  and th e  fo llo w in g  y e a r in  P a r is  Les 
Im postures de l a  p o é s ie  ap p ea red , w r i t t e n  by Roger C a i l l o i s ,  who argued  
th a t  th e  m ost v a lu a b le  and l a s t in g  works o f a r t  grow o u t o f  th e  te n s io n  
between m an 's an g u ish  a t  h i s  m o r ta l i ty  and th e  t r a n s ie n c e  o f h i s  c r e a ­
t io n s ,  and h i s  in n a te  need to  c o n tro l  h is  em o tional re sp o n se  to  t h a t  
knowledge. These seem ingly  u n re la te d  books sh a re  s e v e ra l  common f e a ­
tu r e s :  each was w r i t t e n  by a  Frenchman, each sough t to  come to  te rm s
w ith  im p o rtan t a e s th e t i c  is s u e s  o f th e  tw e n tie th  c e n tu ry , each  p re se n te d
a th e o ry  o f th e  way p o e try  w orks, each a tte m p te d  in  i t s  way to  p re s e n t  a  
th e o ry  of pure a r t .  And each  found a p la c e ,  s h o r t ly  a f t e r  i t s  ap p ea r­
an ce , in  th e  l i b r a r y  o f  W allace S te v e n s .^
The id e a  o f  F rance seems to  have a t t r a c t e d  th e  im a g in a tio n  o f Wal­
la c e  S tevens th ro u g h o u t h i s  l i f e .  H is jo u r n a l s  and l e t t e r s  t e s t i f y  to  
th e  s t r e n g th  o f h is  d e s i r e  to  v i s i t  P a r i s  from  th e  tim e he l e f t  c o l le g e  
th rough  to  th e  l a t e ,  r e g r e t f u l  comment in  a  l e t t e r  to  h i s  young f r ie n d
P e te r  Lee, " I  wanted a l l  my l i f e  to  go to  P a r is "  (LWS p . 8 4 5 ). I t  was
a d e s i r e  th a t  he was n ev er to  a c h ie v e . Yet h is  comments th ro u g h o u t h is  
l i f e  sug g est th a t  he d id  manage to  c r e a te  f o r  h im se lf  th e  im a g in a tiv e
e x p e rien ce  of P a r i s .  As he e x p la in e d , " I  am one o f th e  many peo p le
around th e  w orld who l i v e  from tim e to  tim e in  a  P a r is  t h a t  h as  never 
e x is te d  and th a t  i s  composed of th e  th in g s  th a t  o th e r  p e o p le , p r im a r i ly  
P a r is ia n s  th e m se lv es , have s a id  abou t P a r i s .  . . . i t  i s  a p re c io u s  
f i c t i o n "  (LWS p . 773).
What he seems to  have sought in  th e  e x p e rie n c e  o f  F rance  was an 
i n t e l l e c t u a l  and c u l t u r a l  m ilie u  in  w hich to  n o u rish  and sh arp en  h is  
p o e try  and p o e t ic s .  W ithout ever a c t u a l l y  v i s i t i n g  F ra n c e , S tevens 
seems to  have ach ieved  a  sense  o f th a t  m ilie u  in  a  number o f  ways. He 
su b sc rib ed  to  F rench  p e r io d ic a l s  and pu rch ased  F rench  re v ie w s . He e s ­
ta b l is h e d  a r e l a t io n s h ip  w ith  a P a r is  book s e l l e r  which made i t  e a s ie r  
fo r  him to  pu rch ase  books, m agazines, new spapers, and made i t  p o s s ib le  
fo r  him to  c o l l e c t  p a in t in g s  by l i v in g  F rench  a r t i s t s  o f  m inor r e p u ta ­
t i o n .  He developed  co rresp o n d en ces  w ith  p eo p le  who l iv e d  p a r t  o f each 
y ear in  F rance and , th ro u g h  them, e s ta b l is h e d  c o n n ec tio n s  w ith  French  
w r i te r s  and t h e o r i s t s .  H is l e t t e r s  t e s t i f y  to  th e  im p o rtan ce  th a t
materials he received from France had In his Intellectual and imagina­
tive life.
References In the letters suggest that Stevens surrounded himself
with French periodicals. We can verify his subscriptions to Mesures,
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Labyrinthe, Figaro, and W  Nouvelle Nouvelle Revue Française. Other
letters Indicate his familiarity with such periodicals and reviews as 
Graphls, Quadrlque, La Licorne, Samedl-Solr, Fontaine, L 'Arche, Le 
Point, Le Portique, Revue de Paris, Revue des Deux Mondes, Nouvelles 
Littéraires, and ^  Soleil Noir. He was acquainted with journals of 
French literature published In South America, such as Sur and Lettres 
Françaises. The letters also demonstrate his knowledge of several peri­
odicals published In English which concentrated on French subjects, such 
as the Gazette des Beaux Arts, and French Studies. The above list In­
cludes magazines devoted to the visual arts as well as to French litera­
ture and culture. Although Stevens subscribed to many of these periodi­
cals, he also acquired them In various other ways: some he purchased In
New York book stores, some were sent to him by his correspondents, some 
appear to have been purchased for him by his Paris book sellers. Occa­
sionally, they Include references to himself and his own work. The 
Gazette des Lettres, for example, published a review of Transport to 
Summer, and he published some of his own work In View, a surrealist maga­
zine edited In New York by Charles Henri Ford, whose contributors In­
cluded André Breton, Max Ernst, Juan Mlro, René Magritte— virtually all
3
the leading French surrealists.
At some point during the 1930's Stevens established a connection
4
with Anatole Vidal, proprietor of the Librairie Coloniale In Paris.
The c o n n e c tio n  was in te r r u p te d  by World War I I  b u t resumed a f t e r  th e  war 
w ith  V id a l 's  d au g h te r P a u le . Through th e  V id a ls  he was a b le  more e a s i l y  
to  p u rc h a se  F rench  books and p a in t in g s  and on o cca s io n  to  have h i s  books 
s p e c ia l ly  bound in  l e a th e r .
S te v e n s ' re a d in g s  in  F ren ch  in d ic a te  th e  e c le c t ic is m  o f h i s  i n t e r ­
e s t s .  For exam ple, he c o l le c te d  th e  w orks o f A la in , th e  n o te d  F rench  
p h ilo so p h e r ,  te a c h e r ,  and e s s a y i s t .^  He re a d  b io g ra p h ie s ,  such a s  B er­
nard  G ro e th u y se n 's  M ythes e t  P o r t r a i t s  and G is e le  d 'A s s a i l l y 's  Avec l e s  
p e in t r e s  de l a  r é a l i t é  p o é t iq u e . The l e t t e r s  m ention  s e v e ra l  works by 
H enri P o u r r a t ,  in c lu d in g  L 'E x o r c is te ; v i e  de  Je a n  F ra n ç o ise  Gaschon 
p . m ., Le Sage e t  son démon, and Contes de l a  B ûcheronne. H is re a d in g s  
in  Je a n  P au lhan  in c lu d e d  L e t t r e  £  m e ss ie u rs  and Causes c é l è b r e s . L e t­
t e r s  in  th e  1 9 4 0 's  i n d i c a te  th a t  he was r e re a d in g  c e r t a in  F rench  p o e ts  
he had adm ired d u rin g  h i s  y o u th , such a s  Rimbaud, B a u d e la ire , and F arg u e . 
H is l i b r a r y  in c lu d ed  s e v e r a l  works by o th e r  m ajo r F rench  p o e ts :  V a lé r y 's
E ta t  de l a  v e r t u , L e t t r e s  ^  q u e lq u e s-u n s , Charmes» E u p a lin o s , and L'Ame e t  
l a  d a n s e ; E lu a rd ' s  W  J a r r e  p e u t - e l l e  ê t r e  p lu s  b e l l e  que l 'e a u ? ; S a in t -  
John  P e r s e 's  Winds. He a c q u ire d  t r a v e lo g u e s ,  n o v e ls , and c o l l e c t i o n s  of 
l e t t e r s ,  n o ta b ly  C ézan n e 's  C orrespondance. He had a  copy o f D rieu  La 
R o c h e l le 's  R é c it s e c r e t  and was a p p a re n tly  f a m i l i a r  to o  w ith  h i s  p o e try .  
H is c o l l e c t i o n  in c lu d ed  L iv re  de dem ain by de  R ochas, J o u rn a l de 
J u le s  R en ard , and Les C ent n o u v e lle s  n o u v e l le s , a r a r e  e d i t io n  w hich he 
p re s e n te d  to  th e  Y ale U n iv e r s i ty  L ib ra ry  i n  g r a t i tu d e  fo r  hav ing  been  
awarded th e  B o llin g en  P r iz e  (1950). O ther re a d in g s  in c lu d e  Les V endeurs 
du Tem ple, by Marc B e ig b ed er, and B e u c le r 's  V ing t Ans avec L ëon-Paul 
F a rg u e . I t  i s  d i f f i c u l t  to  o v e re s tim a te  th e  im p o rtan ce , to  S te v e n s , o f
having a c c e s s  to  th e  s o r t s  o f books, re v ie w s , and o th e r  m a te r ia ls  th a t  
he was a b le  to  a c q u ire  th ro u g h  h i s  co n n ec tio n  w ith  th e  V id a ls . He w ro te  
to  P au le  V id a l, " to  have a fo o th o ld  In  a  bookshop in  P a r is  I s  one o f  my 
most tr e a s u re d  p o s s e s s io n s ” (LWS p . 773).
S tevens seems a ls o  to  have d e r iv e d  a  g r e a t  d e a l  o f  p le a s u re  from 
c o l le c t in g  F rench  p a in t in g s .  H is t a s t e  f o r  th e  p o s t - I m p r e s s lo n ls t s  has 
o f te n  been n o te d , a long  w ith  h is  m uch -c ited  rem ark t h a t  he had a t a s t e  
fo r  Braque and a p u rse  fo r  Bombols.^ H is c o l l e c t io n  in c lu d ed  p a in t in g s  
by C e r la ,  B rlanchon , H enri L ebasque, D etthou , O udot, G rom alre, C a v a l l le s ,  
Bombols, B raque, and T a l C oat. On o cca sio n  he w ro te  c a ta lo g  n o te s  on 
p a in te r s  he was I n te r e s te d  In ,  In c lu d in g  some In  h i s  own c o l le c t io n :  
G rom alre , J e a n  L ebasque, Dufy (se e  OP 286, 290, 2 9 2 ). H is s t i l l  l i f e  
by T a l Coat In s p ire d  "Angel Surrounded by P ay san s" ; l a t e r  he renamed one 
o f h i s  p a in t in g s  by C a v a l l le s  "Sea S u rface  F u l l  o f  C lo u d s ."^
H is books, m agazines, and p a in t in g s ,  th e n , p ro v id ed  a  means o f ex­
p e r ie n c in g  F rance Im a g in a tiv e ly . Some o f h i s  f r ie n d s h ip s  and co rresp o n d ­
ences fu rn ish e d  o th e r s .  S tevens developed a long  and c lo s e  f r ie n d s h ip  
w ith  Henry Church, e d i to r  and co -fo u n d er w ith  Je a n  P au lh an  o f M esures, 
and C h u rch 's  w ife , B arb ara . A w ea lth y  American who l iv e d  in  F ran ce , 
Church seems to  have devoted  much of h i s  l i f e  to  b e in g  a  p a tro n  of th e  
a r t s .  A f te r  C h u rch 's  d e a th  in  1947 S tevens c o n tin u e d  a  co rrespondence  
w ith  M rs. Church, who sp en t th e  w in te rs  in  New York and l iv e d  th e  r e s t  
o f th e  y ea r in  F ran ce . In  t r i b u t e  to  t h e i r  f r i e n d s h ip  S tevens d e d ic a te d  
"N otes tow ard a Supreme F ic t io n "  to  Church; "The Owl in  th e  Sarcophagus"
g
seems to  r e f l e c t  h is  re sp o n se  to  C h u rch 's  d e a th .
The r e l a t io n s h ip  began e a r ly  in  1939 when S tev e n s  ag reed  to  C h u rch 's
r e q u e s t  fo r  p e rm iss io n  to  p u b lis h  t r a n s l a t i o n s  o f some Harmonium poems
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in  M esures. The Churches s e t t l e d  in  P r in c e to n ,  New J e r s e y ,  d u r in g  th e  
w ar. In  1940 Henry Church w ro te  to  S tevens ab o u t th e  p o s s i b i l i t i e s  o f 
p u b lish in g  an American M esures, and a ls o  a b o u t e s ta b l i s h in g  some s o r t  o f 
fo u n d a tio n . S tevens o f f e re d  th e  su g g e s tio n  t h a t  he endow a  P o e try  C hair 
a t  H arvard . From t h e i r  co rresp o n d en ce  on t h i s  s u b je c t  o c c a s io n s  fo r  
S tevens to  le c tu r e  on p o e try  developed and , from th e  l e c tu r e s ,  some o f 
th e  e ssay s  in  The N ecessary  A ngel.
S tev e n s ' f r ie n d s h ip  w ith  th e  Churches a l s o  b rough t him in to  c lo s e r  
c o n ta c t  w ith  o th e rs  in  th e  F rench  l i t e r a r y  scen e , in c lu d in g  Je a n  P a u l­
han , th e  c o - e d i to r  o f  M esures, and Jean  Wahl, a  F rench  h i s t o r i a n  o f 
ph ilo so p h y  who ta u g h t a t  Mount Holyoke d u r in g  th e  w ar. W ah l's  i n v i t a ­
t i o n  to  S tevens to  g iv e  a  paper a t  Les E n t r e t ie n s  de P o n tig n y , a  c o n fe r ­
ence h e ld  a t  Mount Holyoke in  th e  summer o f  1943, r e s u l t e d  in  "The
12F ig u re  o f th e  Youth a s  V i r i l e  P o e t ."  Wahl quoted S tevens i n  one o f 
h i s  own p ap e rs ; S tevens l a t e r  acknowledged h i s  d eb t to  Wahl i n  "A C o lle c t  
o f P h ilo sophy .
The f r ie n d s h ip  w ith  th e  C hurches, th e n , seems to  have p ro v id ed  S te ­
v en s  w ith  a  channe l to  F ra n c e . In  a d d i t io n  to  th e  k in d s  o f  p e rs o n a l  con­
t a c t s  j u s t  d e s c r ib e d , B arbara Church s e n t him books, new spapers , and p o s t  
c a rd s  d e p ic tin g  p la c e s  in  Europe, and pho to g rap h s o f h e r  home and f r i e n d s .  
T h e ir  correspondence gave S tevens many o p p o r tu n i t ie s  f o r  e x p re s s in g  h i s  
th o u g h ts  on p o e try  and a r t  in  g e n e ra l ,  a s  w e ll  a s  p ro v id in g  him w ith  a 
se n se  o f l i f e  in  F ran ce . The Im portance o f  th e  co n n ec tio n  to  S te v e n s ' 
im a g in a tiv e  l i f e  can p e rh ap s be c h a ra c te r iz e d  by a comment w hich he made 
to  h e r in  a  l e t t e r :  " to  have no c o n ta c t  i n  P a r is  i s  l i k e  hav ing  no co n -
t a c t  anyw here" (LWS p . 72 2 ).
D uring h is  l a s t  w in te r  (1954-1955) S tevens accep ted  an i n v i t a t i o n  
to  w r i te  an  in t ro d u c t io n  to  one o f th e  volum es o f  th e  c o l le c te d  works o f 
P au l V a l é r y . I n  th e  p ro c e s s  of h i s  p re p a ra t io n s  he re d is c o v e re d , to  
h is  p le a s u re ,  a l e t t e r  from Henry Church d e s c r ib in g  C h u rch 's  own a c q u a in t­
ance w ith  V aléry  and rem arked , "T his s o r t  o f th in g  makes o n e 's  approach  
so much e a s ie r "  (LWS p . 8 6 8 ). D esp ite  in t im a t io n s  th a t  h i s  e n e rg ie s  
were beg inn ing  to  f a l t e r  S tevens com pleted h is  p re fa c e s  ( to  E u p a lin o s  
and L'Ame e t  l a  Danse) in  March 1955, and th e y  were p u b lish e d  in  1956.^^ 
S te v e n s ' l e t t e r s  c o n ta in  a number o f comments in d ic a t in g  h i s  a t t i ­
tu d e s  toward s p e c i f i c  F rench  w r i te r s ,  o c c a s io n a lly  in  th e  form o f recom­
m endations to  one o r a n o th e r  of h is  young p ro té g é s .  H is  rem arks on such 
o cca sio n s  p ro v id e  s u g g e s tiv e  g lim pses in to  h i s  w orld o f F rench  l e t t e r s  
and im ply som ething o f what he m ight have found th e r e .  For exam ple, in  
a  l e t t e r  to  P e te r  Lee^^ S tevens recommended th a t  he read  W ladim ir W eidlé 
and M aurice B lanchS t, b u t th e  term s in  w hich he couched th e  recommenda­
t io n  seem alm ost e q u a lly  im p o rtan t:
The problem s of Europe a re  n o t th e  problem s of th e  w hole W estern 
w orld a lth o u g h  th e  Europeans do a l l  t h a t  th e y  can  to  prom ote th e  
id e a  th a t  th e y  a r e .  A s ta tem en t of th o s e  p rob lem s, p a r t i c u l a r l y  
a s  th e y  r e l a t e  to  A r ts  and L e t te r s ,  i s  c o n ta in e d  in  Les A b e il le s  
d 'A r i s t é e , a  c o l l e c t io n  o f e s sa y s  p u b lish e d  by G allim ard  i n  P a r i s .  
The au th o r i s  W ladim ir W eidlé who i s  a f re q u e n t c o n t r ib u to r  to  
N ouvelle Revue F ra n ç a ise  under th e  name o f W. W eidlé. . . . When I  
have tim e to  re a d , I  lo v e  W eidlé a s  much a s  I  lo v e  M aurice B lancho t, 
an o th e r man o f whom you ought to  know. (LWS p . 879)
Elsewhere, Stevens' remarks on the more prominent modern French
p o e ts  sug g est th a t  he f e l t  c e r t a in  a f f i n i t i e s  w ith  them b u t t h a t  h is
a t t i t u d e s  toward t h e i r  r e la t io n s h ip  rem ained somewhat am b iv a le n t. He
acknowledged t h a t  he knew som ething of B a u d e la ire , M allarm é, V e r la in e ,
8L afo rg u e , and V aléry  b u t s a id ,  " I f  th e r e  a r e  any l i t e r a r y  r e l a t i o n s  b e­
tween my th in g s  and th o s e  of o th e r  w r i te r s  th ey  a re  u n co n sc io u s"  (LWS 
p . 290 ). On th e  o th e r  hand , he a ls o  s a id ,  " I t  i s  alw ays p o s s ib le  th a t  
w here a m an 's  a t t i t u d e  c o in c id e s  w ith  your own a t t i t u d e ,  o r  a c c e n tu a te s  
your own a t t i t u d e ,  you g e t  a g re a t  d e a l from him w ith o u t any  e f f o r t .  
S te v e n s ' o f te n -n o te d  an tagon ism  to  s tu d ie s  of in f lu e n c e  may accoun t fo r  
h i s  r e lu c ta n c e  to  adm it to  s p e c i f i c  knowledge in  re sp o n se  to  d i r e c t  ques­
t i o n s .  I t  seems a t  l e a s t  p o s s ib le ,  however, th a t  h i s  comments on such 
o c c a s io n s  do ex p re ss  th e  r e l a t i o n s h ip ,  a s  i t  appeared  to  him; t h a t  i s ,  
one of an a f f i n i t y  in  p o e t ic  co n ce rn s .
W ith in  t h i s  t o t a l  i n t e r e s t  in  th in g s  French S tev en s seems to  have 
had a s p e c ia l  i n t e r e s t  i n  F rench  a e s th e t i c  th e o ry  and in  th a t  p a r t i c u l a r  
F rench  form , th e  r é c i t . The works by Mauron and C a i l l o i s  a r e  o f t h i s  
ty p e , a s  i s  th e  in t r o d u c t io n  in  M a u ln ie r 's  an th o lo g y . The d i f f e r e n c e s  
in  t h e i r  approaches su g g e s t som ething o f th e  range  in  k in d s  o f French  
a e s th e t i c  th e o ry  w ith  w hich S tevens was a c q u a in te d . Mauron, th e  psycho­
c r i t i c ,  e x p lo re s  th e  p s y c h o lo g ic a l mechanism a t  work in  th e  a e s th e t i c  
e x p e r ie n c e . M au ln ie r, a s  l i t e r a r y  h i s to r i a n ,  b a se s  h i s  a e s th e t i c  th e o ­
r i e s  and judgm ents on h i s  b e l i e f  in  th e  m ag ical " v e rb e ."  C a i l l o i s ,  th e  
s o c io lo g is t  who w r i te s  c r i t i c i s m ,  p r e s e n ts  l i t t l e  i n  th e  way o f a  th e o ry  
o f h is  own, but a t t a c k s  in  p a s s io n a te ly  l y r i c a l  p ro se  what he re g a rd s  a s  
m isco n cep tio n s  in  th e  th e o r ie s  o f o th e r s .
I t  would a p p e a r , th e n , t h a t  S tevens managed, in  a  v a r i e ty  o f ways, 
to  surround h im se lf  w ith  F rench  l i t e r a t u r e  and c u l tu r e ,  and i t  would 
seem a l s o  th a t  he found in  th a t  m ilie u  a  c o n ta c t w ith  what seemed to  him 
a r i c h  and s t im u la t in g  environm ent fo r  p o e t ic  a c t i v i t y .  We m ight r e c a l l .
a t  t h i s  p o in t ,  S te v e n s ’ l i f e - lo n g  fo n d n ess  fo r  th e  French  lan g u ag e , h is
h a b i t  o f u s in g  F rench  words in  h is  p o e t ry ,  and h i s  o c c a s io n a l u se  of
18F rench  t i t l e s  f o r  h i s  poems.
C r i t i c a l  s tu d ie s  o f th e  F rench  c o n t r ib u t io n  to  S te v e n s ' p o e try  and 
p o e t ic s  have th u s  f a r  c o n c e n tra te d  on s tu d ie s  o f e a r ly  in f lu e n c e s ,  such 
a s  R obert B u t t e l 's  The Making of Harmonium, w hich docum ents th e  i n f l u -
19ence o f  French  p a in t in g  and p o e try  on th e  developm ent o f  S te v e n s ' s ty le ;  
com parisons o f S tev en s w ith  a  s e r i e s  of f ig u r e s ,  such  a s  M ichel Benamou's 
s tu d ie s  of S tevens and M allarm é, B a u d e la ire , A p o l l in a i r e ,  and J u le s  La­
fo rg u e ; and th e  F rench  c o n t r ib u t io n  to  th e  s t r u c t u r e  o f S te v e n s ' work 
a s  a w hole, a s  in  The Dome and th e  Rock, in  which James B a ird  d is c u s s e s
c e r t a i n  French  p o e t ic  s t r u c tu r e s  which he d e s c r ib e s  a s  " a d ja c e n t"  to
20S te v e n s ' "grand d e s ig n ."
Benamou's com para tiv e  s tu d ie s  o f  S tev en s and th e  F rench  began to
ap p ea r in  th e  l a t e  1 9 5 0 's and have r e c e n t ly  been c o l le c te d  i n  W allace
21S tev en s and th e  S ym bolist Im a g in a tio n . He n o te s  bo th  th e  b a s ic  s im i­
l a r i t i e s  betw een S tevens and th e  F rench  S y m b o lis ts , and t h e i r  e s s e n t i a l  
d i f f e r e n c e s .  For exam ple, he d e m o n stra te s  t h a t  d e s p i te  p a r a l le l i s m s  of 
te ch n iq u e  in  S tevens and L afo rgue , o f  im agery in  S tevens and B a u d e la ire ,
o f th e  q u e s t f o r  p u r i t y  in  S tevens and M allarm é, th e r e  a r e  im p o rtan t
22d iv e rg e n c e s  in  theme and th o u g h t. Benamou's s tu d ie s  th u s  compare 
th e  s t r u c tu r e  o f S te v e n s ' p o e t ic  im a g in a tio n  w ith  t h a t  o f  c e r t a in  Symbol­
i s t  and p o s t-S y m b o lis t p o e ts ;  in  t r a c in g  th e  d ev e lo p in g  s t r u c t u r e  of
S te v e n s ' im a g in a tio n , however, he co n c lu d es  t h a t  th e r e  i s ,  f i n a l l y ,  an
23" e v o lu t io n  . . . away from an y th in g  re sem b lin g  Sym bolism ."
B u t t e l 's  book t r a c e s  S te v e n s ' a s s im i la t io n  o f v a r io u s  developm ents
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in  th e  E n g lish , n a t iv e  A m erican, and F rench  t r a d i t i o n s ,  and d em o n stra te s  
t h e i r  e f f e c t s  on th e  developm ent o f S te v e n s ' s ty le  in  th e  y e a rs  p rece d ­
in g  th e  p u b lic a tio n  o f Hairmonium. Among F ren ch  in f lu e n c e s  he n o te s  p a r ­
t i c u l a r l y  th e  tone o f th e  F rench  i r o n i s t s ,  th e  p o e t ic  te c h n iq u e s  o f  th e  
S y m b o lis ts , th e  exam ples o f  Cubism and Im p ression ism , w hich, he s a y s ,
o f f e re d  S tevens th e  c h a l le n g e  to  tra n s fo rm  h i s  own idiom  and th e  sugges-
24t i o n  o f te ch n iq u es  fo r  d o in g  so . B u t t e l ,  l i k e  Benamou, n o te s  s i g n i f i ­
c a n t d i f f e r e n c e s  in  S tev e n s  and th e  F ren ch ; h i s  book d e m o n s tra te s , however, 
in  S te v e n s ' e a r ly  work an  im p o rtan t F rench  in f lu e n c e . H is em phasis i s  
n o t so much upon S te v e n s ' im i ta t io n  o f F rench  m odels a s  upon h i s  a s s im i­
l a t i o n  and in c o rp o ra tio n  o f  v a r io u s  c u r r e n t s  in  French  a r t  and p o e try .
B a ird ’ s ex p ress  p u rp o se  i s  to  t r a c e  th e  p ro cess  by which S tevens 
developed  th e  s t r u c tu r e  o f  a  t o t a l  d e s ig n  w hich u n i f i e s  th e  com ple te  
body o f h i s  work. In  so d o ing  he d e m o n stra te s  s i m i l a r i t i e s  betw een S te ­
v e n s ' work and th a t  o f F ren ch  p o e ts  and p a i n te r s ,  docum ents S te v e n s ' 
p r a c t ic e  o f m ing ling  F rench  w ith  E n g lish  i n  h i s  d i c t io n ,  and su g g e s ts  
th a t  F rench  s ty le  a c te d  a s  a  s tim u lu s  to  S te v e n s ' p o e t ic  im a g in a tio n .
He conc lu d es  th a t  th e  m ajo r a n te c e d e n ts  o f  S te v e n s ' a r t  l i e  i n  F rench  
p o e try  o f th e  l a te - n in e te e n th  and th e  tw e n t ie th  c e n tu r ie s  and t h a t  S te ­
v en s  chose  to  id e n t i f y  h i s  a c t s  o f th e  im a g in a tio n  w ith  th e  F ren ch  Im-
25p u ls e  toward th e  c e n t r a l  poem.
V ir tu a l ly  every  book on S tevens to u c h e s  in  some way on th e  s u b je c t
o f h i s  r e l a t i o n  to  th e  F ren ch , and a  number o f a r t i c l e s  have t r e a te d
26t h i s  s p e c i f i c  to p ic .  F rench  c r i t i c s  to o  have seen  in  S te v e n s ' work 
s i m i l a r i t i e s  to  t h e i r  own t r a d i t i o n .  A la in  B osquet, f o r  exam ple, w rote  
a t  th e  tim e o f S te v e n s ' d e a th  th a t  he shou ld  be viewed a s  th e  son o f
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L afo rg u e , n o u rish ed  by th e  S ym b o lis ts , r a th e r  th a n  a s  a  d escen d an t of
27th e  Anglo-Saxon t r a d i t i o n .
S tevens a c q u ire d  C h arles  Mauron’ s A e s th e t ic s  and Psychology , T h ie rry
M a u ln ie r’s In tro d u c t io n  £  3a p o é s ie  f r a n ç a i s e , and Roger C a i l l o i s ’ Les
Im postu res  de l a  p o é s ie  d u rin g  th e  decade betw een 1935 and 1945. I  have
chosen  to  focus on th e s e  th re e  works a s  c o n te x ts  f o r  th e  l a t e r  p o e try
f o r  two p r in c ip a l  re a so n s : (1) we can  e s t a b l i s h  w ith  some p re c is io n
when he read  th e s e  p a r t i c u la r  books and (2) th e y  span what I  b e l ie v e  to
28be an  im p o rtan t p e r io d  in  th e  developm ent o f h i s  p o e try  and p o e t ic s .
D uring th e  y e a rs  fo llo w in g  1935 S tevens e n te re d  a  more in te n s e
p hase  in  h is  p o e t ic  c a r e e r ;  h is  w r i t in g s  r e v e a l  n o t o n ly  an  in c re a s e  in
th e  p ro d u c tio n  o f poems bu t a growing i n t e r e s t  in  th e  th e o ry  o f p o e try .
Between 1935 and 1942 he p u b lish ed  fo u r  volum es of poems and "N otes
29tow ard a Supreme F ic t io n ."  We m ight r e c a l l  too  th a t  th e  co rrespondence 
w ith  Church co n ce rn in g  th e  P o e try  C h a ir began in  1940. The l e t t e r s  d u r­
in g  th e  l a t e  t h i r t i e s  and e a r ly  f o r t i e s  t e s t i f y  to  S te v e n s ’ q u e s t fo r  a
30c e n t r a l  p o e try , th e  "supreme f i c t i o n , "  and a  c e n t r a l  p o e t ,  "m ajor man." 
The p ap ers  on a e s th e t i c  th e o ry  th a t  w ere to  be p u b lish e d  in  The N ecessary  
A ngel (1951) began d u rin g  th e  e a r ly  1940’ s .  S te v e n s ’ re a d in g  o f Mauron, 
M au ln ie r, and C a i l l o i s  th u s  c o in c id e s  w ith  a s ig n i f i c a n t  p e r io d  in  h is  
own work.
The q u e s tio n  o f  " in f lu e n c e "  p o ses  some d i f f i c u l t i e s  when a p p lie d  to  
a  p o e t o f S te v e n s ’ m a tu r ity  d u rin g  th e  l a t e  p e r io d  o f h i s  work. On th e  
o th e r  hand, to  speak  on ly  of " a f f i n i t i e s "  te n d s  to  o b scu re  an im po rtan t 
c o n t r ib u t io n  which S tev e n s ' re ad in g  d u rin g  h i s  m ature y e a rs  makes to  th e
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p o e try  o f th a t  p e r io d .  U lt im a te ly ,  th e  r e l a t i o n  o f S te v e n s ' l a t e  poems 
to  h is  re a d in g  d u rin g  h i s  l a s t  y e a rs  may c a l l  in to  q u e s tio n  our n o t io n  
o f th e  n a tu re  o f in f lu e n c e ,  e s p e c ia l ly  in  th e  work o f a  m atu re  w r i t e r .  
P e rh a p s , in  a  c a se  such a s  t h i s ,  we shou ld  speak  n o t of in f lu e n c e  b u t 
c o n flu e n c e , o f a " flo w in g  to g e th e r"  a s  opposed to  a  "flow ing  i n t o . "
The rem ainder of t h i s  s tu d y  exam ines th e  r e s u l t s  o f one such exam ple o f 
c o n flu e n c e .
C hapter I
The A e s th e tic  o f C ontem pla tion  
in  S tevens and C h a rle s  Mauron
Among th e  books rem ain ing  in  th e  S tev en s  l i b r a r y  i s  a  copy o f th e  
H ogarth  P re s s  e d i t io n  o f  C h arle s  M auron 's A e s th e tic s  and P sycho logy , 
t r a n s l a te d  from th e  F rench  by Roger F ry  and K ath e rin e  John . The book 
c o n ta in s  a g re a t  d e a l  o f  m a rg in a lia  in  S te v e n s ’ own hand, and H olly  S te ­
vens b e l ie v e s  t h a t  h e r  f a th e r  re c e iv e d  i t  s h o r t ly  a f t e r  i t s  p u b l ic a t io n
in  1935.^ C h a rle s  Mauron, a chem ist by p ro fe s s io n ,  was head o f  th e  la b -
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o ra to ry  a t  th e  T e c h n ic a l I n s t i t u t e  in  M a r s e i l le  in  1924-1925. Forced 
to  g iv e  up t h i s  p o s t  by eye t r o u b le ,  w hich le d  to  t o t a l  b l in d n e s s  by 
1940, he tu rn e d  to  a  c a re e r  a s  w r i t e r ,  c r i t i c ,  and t r a n s l a t o r  and went 
on to  ea rn  d o c to ra te s  from th e  U n iv e r s i ty  o f  Alx (1954) and th e  U n iver­
s i t y  o f P a r is  (1 9 6 3 ), e v e n tu a lly  a c c e p tin g  p o s i t io n s  a s  p ro fe s s o r  o f 
p s y c h o c r it ic ism  a t  th e  U n iv e rs ity  o f  A ix -M a rse ille  in  1959 and v i s i t i n g  
l e c tu r e r  a t  O xford, Cam bridge, and o th e r  European u n i v e r s i t i e s .  In  a d d i­
t i o n ,  he served  in  th e  French  R e s is ta n c e  d u rin g  World War I I ,  was mayor 
o f  S t .  Rem y-de-Provence from 1945 to  1959, and was named C h e v a lie r  of 
th e  Legion o f Honor (1951). He was awarded th e  P r ix  M is t r a l  fo r  E s tu d i 
M is tra le n  (1953) and th e  P r ix  L e m a ita ls -L a r iv iè re  o f th e  F rench  Academy 
(1961). H is w r i t in g s  in c lu d e  works on M allarm é, N erv a l, Van Gogh, and 
R acine , a s  w e ll a s  w orks of a e s th e t i c s  and p s y c h o c r i t ic ism . He t r a n s ­
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la te d  works o f E. M. F o r s t e r ,  T. E. Lawrence, D. H. Lawrence, V irg in ia  
W oolf, K a th e rin e  M a n sfie ld , and a ls o  L aurence S te r n e 's  T r is tra m  Shandy. 
H is f i r s t  two books w ere p u b lish e d  in  E n g lish  t r a n s l a t i o n  in  th e  H ogarth  
e ssay s  s e r i e s .  A e s th e t ic s  and Psychology i s  th e  second o f th e s e .
In  "The Noble R id e r and th e  Sound o f W ords," an e ssay  re a d  a t  
P r in c e to n  and p u b lish e d  by th e  U n iv e rs ity  P re s s  in  1942, S tevens sum­
m arizes  b r i e f l y  some of M auron' s a s s e r t io n s :
I  want to  r e p e a t  f o r  two rea so n s  a  number o f o b se rv a tio n s  made by 
C h arles  Mauron. The f i r s t  re a so n  i s  t h a t  th e s e  o b s e rv a tio n s  t e l l  
u s  what i t  i s  th a t  a  p o e t does to  h e lp  p eo p le  to  l i v e  t h e i r  l i v e s  
and th e  second i s  t h a t  th ey  p re p a re  th e  way fo r  a  word co n ce rn in g  
escap ism . They a r e :  t h a t  th e  a r t i s t  tra n s fo rm s  u s  in to  e p ic u re s ;
th a t  he has to  d is c o v e r  th e  p o s s ib le  work o f a r t  in  th e  r e a l  w orld , 
th e n  to  e x t r a c t  i t ,  when he does n o t h im se lf  compose i t  e n t i r e l y ;  
t h a t  he i s  un amoureux p e rp é tu e l o f th e  w orld th a t  he co n tem p la te s  
and th e re b y  e n r ic h e s ;  th a t  a r t  s e t s  o u t to  e x p re ss  th e  human s o u l;  
and f i n a l l y  t h a t  e v e ry th in g  l i k e  a f irm  g ra sp  o f r e a l i t y  i s  e l im i­
n a ted  from th e  a e s t h e t i c  f i e l d .  W ith th e s e  aphorism s in  m ind, how 
i s  i t  p o s s ib le  to  condemn escapism ? The p o e t ic  p ro c e ss  i s  psycho­
lo g ic a l ly  an e s c a p i s t  p ro c e s s .  . . .  My own rem arks ab o u t r e s i s t i n g  
o r  evading th e  p r e s s u re  of r e a l i t y  mean escap ism , i f  a n a ly z e d . Es­
capism  has a p e jo r a t iv e  sen se , which i t  canno t be supposed th a t  I  
in c lu d e  in  th e  se n se  in  which I  u se  th e  word. (NA 30-31)
D e sp ite  S te v e n s ' obv io u s In d eb ted n ess  to  Mauron, th e re  a r e  n o n e th e­
le s s  a ls o  im p o rtan t d i f f e r e n c e s  between S te v e n s ' and Mauron' s  v iew s.
The p assag e  j u s t  c i t e d  in d ic a te s  some o f  t h e i r  common c o n ce rn s . For ex­
am ple, S tevens say s  t h a t  Mauron' s o b s e rv a tio n s  " t e l l  us what i t  i s  th a t  
a p o e t does to  h e lp  p eo p le  to  l i v e  t h e i r  l i v e s , "  a  concern  th a t  ap p ea rs  
f r e q u e n t ly  in  S te v e n s ' p ro se  and p o e try  in  th e  1 9 4 0 's .  On th e  o th e r  
hand, Mauron a l s o  b e l ie v e s  th a t  a f irm  g ra sp  o f r e a l i t y  i s  e l im in a te d  
from th e  a e s th e t ic  f i e l d ,  w hereas a l l  th e  e s sa y s  in  The N ecessary  Angel 
s t r e s s  th a t  th e  Im a g in a tio n  must "adhere  to  r e a l i t y , "  a  p r in c ip le  t h a t  
S tevens says he c o n s id e r s  "fundam ental"  (NA 3 1 ). He goes on to  say  th a t
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" th e r e  i s ,  In  f a c t ,  a  w orld o f p o e try  In d is t in g u is h a b le  from th e  w orld  
In  w hich we l i v e "  (NA 3 1 ). We m ight n o te  too  th a t  a lth o u g h  S tevens c i t e s  
Mauron*s s ta te m e n t th a t  " a r t  s e t s  ou t to  e x p re ss  th e  human s o u l ,"  he does 
n o t m ention  h e re  M auron 's c o n te n tio n  t h a t ,  because  o f th e  n e c e s s i ty  of 
detachm ent in  th e  a e s th e t ic  a t t i t u d e ,  a r t  m ust a d d re ss  I t s e l f  to  th e  
edges r a th e r  th a n  to  th e  c e n te r  o f th e  human s o u l. In  c o n t r a s t ,  S te v e n s ' 
p ro se  and p o e try  re v e a l  h is  s e a rc h  f o r  a c e n t r a l  poet and a  c e n t r a l  po­
e t r y .  Mauron re g a rd s  a r t ,  f i n a l l y ,  a s  a lu x u ry ; S tevens re g a rd s  a r t  a s  
one of th e  s a n c tio n s  o f l i f e .
P erhaps th e  b e s t  way o f c a te g o r iz in g  th e  e s s e n t i a l  d i f f e r e n c e  be­
tween S tevens and Mauron would be to  n o te  th a t  Mauron, a s  a s c i e n t i s t  o f 
a e s t h e t i c s ,  seek s  to  e s t a b l i s h  th e  boundary l i n e  between l i f e  and a r t .  
S tev e n s, a s  an a e s th e t ic  t h e o r i s t ,  sometimes a d d re s se s  t h a t  same ques­
t i o n .  But S tevens i s  p r im a r ily  a p o e t and , a s  a p o e t , he seek s  to  e l im i­
n a te  th e  boundary between l i f e  and a r t .  T h is  u l t im a te ly  I s  th e  fo rc e  
behind  S te v e n s ' a ttem p t to  e s t a b l i s h  th e  b e l i e f  th a t  th e  c r e a t io n  o f a 
supreme f i c t i o n  I s  p o s s ib le  and to  e s t a b l i s h  th e  b e l i e f  th a t  m ajor man 
I s  p o s s ib le .  The means fo r  accom plish ing  th e s e  ends I s  to  be found In  
th e  t o t a l  I n te g r a t io n  of s e l f / o t h e r .  Im ag in â tI o n / r e a l i t y , In  th e  ab so ­
l u t e  c r e a t i v i t y  of p o e s l s . Mauron w ants to  lo c a te  p r e c i s e ly  what I t  I s  
th a t  makes th e  e x p e rien ce  o f a r t  d i f f e r e n t  from a l l  th e  o th e r  e x p e rie n c e s  
of l i f e ;  S tevens w ants a p ro c e ss  o f c r e a t i v i t y  th a t  I s  so t o t a l l y  a  p a r t  
o f l i f e  t h a t  th e  boundary betw een th e  a r t i s t  and th e  common man d is s o lv e s  
and a l l  l i f e  becomes a c r e a t iv e  p ro c e s s .
N e v e r th e le s s ,  S tev e n s ' re a d in g  o f  Mauron had an Im pact on h i s  own 
work. He comments In  l e t t e r s  d u rin g  th e  l a t e  1 9 3 0 's  and 1 9 4 0 's on key
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is s u e s  r a is e d  in  Mauron’ s book. He r e f e r s  s p e c i f i c a l l y  to  Mauron in  
"The Noble R ider and th e  Sound o f W ords," and M auron’ s in f lu e n c e  i s  a ls o  
ap p a re n t in  "The F ig u re  o f th e  Youth a s  V i r i l e  P o e t ,"  " E f fe c ts  o f A nal­
og y ,"  and "Three Academic P ie c e s ."  As we s h a l l  s e e ,  c e r t a in  poems S te ­
vens was to  w r i te  in  th e  y e a rs  fo llo w in g  h i s  re a d in g  of Mauron seem to  
have grown ou t o f a  p ro c e ss  o f t e s t in g  Mauron’s th e o r i e s  by r e a l iz in g  
them in  p o e try . Thus Mauron’s  d e f in i t i o n  of th e  r o l e  o f co n tem p la tio n  
and h is  in s is te n c e  on th e  im portance o f th e  a r t i s t ’ s detachm ent p rov id e  
a key to  u n d e rs tan d in g  th e  p ro c e sse s  a t  work in  poems such a s  "Study of 
Two P e a r s ,"  "A D ish o f Peaches in  R u s s ia ,"  and "C onno isseu r o f C haos." 
O ther poems, such a s  "The Poems of Our C lim ate" and "Men Made o u t of 
W ords," would seem to  be a  r e a c t io n  a g a in s t  o th e r  v iew s h e ld  by Mauron. 
S t i l l  o th e rs ,  such a s  "The World a s  M ed ita tio n "  and " S o l i t a i r e  under th e  
O aks," d em onstra te  b o th  S te v e n s ' a f f i n i t i e s  w ith  Mauron and h i s  e ssen ­
t i a l  d isag reem en t. F in a l ly ,  p o r t io n s  of some of th e  m ajor long poems 
w r i t t e n  in  th e  1940's  a f f irm  c e r t a in  p o s i t io n s  Mauron ex p ressed  and y e t 
tran sce n d  th e  l i m i t s  of h is  in q u iry .
Mauron app roaches a e s th e t i c s  a s  a b ranch  of psychology  and b e l ie v e s  
th a t  th e  a e s th e t ic ia n  should ad d re ss  h im se lf to  th e  em otions aroused  by 
th e  a e s th e t i c  e x p e rie n c e . Only in  t h i s  way, he b e l ie v e s ,  can  th e  a e s th e -  
t i c i a n  ground h is  work in  f a c t  r a th e r  than  hazy m e ta p h y s ic a l s p e c u la tio n . 
That th e  a e s th e t ic  e x p e rien ce  does e x i s t ,  th a t  i t  a ro u se s  em otions which 
we can  an a ly ze  and c l a s s i f y ,  th a t  such e x p e rie n c e s  and em otions a re  com­
mon to  a l l  men (though no t n e c e s s a r i ly  engendered by th e  same works o r
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o b je c t s ) — th e se  a r e  th e  f a c t s  on w hich th e  a e s th e t l c l a n  can  r e l y  and 
upon w hich he can le g i t im a te ly  c o n s tru c t  h i s  th e o r ie s .
He r e j e c t s  th e  p r a c t i c e  o f a e s th e t i c i a n s  who model t h e i r  a e s th e t i c s  
a f t e r  e th ic s  in  o rd e r  to  " e s ta b l i s h  a  s ta n d a rd  o f v a lu e s ,  supposed to  be 
a b s o lu te ,  which en ab le  them to  d i s t r i b u t e  blame and recom pense w ith  a 
se re n e  co n sc ien ce"  (p . 7 ) .  He p o in ts  o u t t h a t  such a  p r a c t i c e  le a d s  to  
th e  acc ep tan c e  o f two "conv en ien t b u t g r a tu i to u s  h y p o th e se s" : (1) " th a t
th e r e  e x i s t s  a  u n iv e r s a l  b eau ty"  and (2) " th a t  a m om ent's r e f l e c t i o n  
shou ld  s u f f ic e  to  d e f in e  i t "  (p . 7 ) .  From M auron 's p o in t  o f view  th e  
ta s k  o f  th e  a e s th e t l c l a n  i s  n e i th e r  to  e s t a b l i s h  a d e f i n i t i o n  o f abso ­
l u t e  o r u n iv e rs a l  B eauty nor to  e s t a b l i s h  a  l i s t  of r u le s  on w hich to  
b ase  v a lu e  judgm ents. R a th e r , th e  a e s th e t l c l a n  o p e ra te s  i n  th e  domain 
o f th e  p s y c h o lo g is t ,  by s tu d y in g  th e  em otion aroused  by b e a u ty  a s  we 
s tu d y  any o th e r  em otion . Mauron a d d re s s e s  h im se lf  th e r e f o r e  to  th e  f o l ­
low ing q u e s tio n : "what does th e  need in  c e r t a in  men to  c r e a te  works o f 
a r t  and th e  p le a s u re  o f co n tem p la tin g  them in  o th e rs  co rresp o n d  to ? "
(p . 9 ) .  H is opening s ta n c e  th u s  makes c l e a r  th a t  h is  i s  to  be  an a e s th e ­
t i c s  o f e x p e r ie n c e .
The am ateur h as  a  d e f in i t e  c o n t r ib u t io n  to  make to  such  an a e s th e t i c ,  
and in  h is  u se  o f th e  f i r s t  p e rso n  p lu r a l  pronoun Mauron in d ic a te s  th a t  
he in c lu d e s  h im se lf  in  th a t  c a te g o ry . As am ateu rs , he s a y s , our r o l e  i s  
to  supp ly  th e  p s y c h o lo g is t  w ith  f a c t s  and a ls o  to  in q u i r e  in to  our own 
r e a c t io n s .  We need n o t be concerned ab o u t ou r a p p a re n t c o n t r a d ic t io n s ;  
u nan im ity  abou t what c o n s t i tu t e s  b eau ty  i s  o f no im p o rtan ce  because  th e re  
i s  no rea so n  why we shou ld  a l l  have th e  same p le a s u re s  (p p . 1 4 -1 5 ). Thus 
th e  ex p ressed  aim o f Mauron' s s tu d y  i s  n o t to  add one more a e s th e t i c
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th e o ry  to  th e  o th e rs  bu t r a th e r  to  f u rn is h  th e  p s y c h o lo g is ts  w ith  a  docu­
m ent, w ith  th e  "o rdered  e x p o s i t io n  o f c e r t a in  p e rso n a l p le a s u re s "  (p . 1 6 ) .
In  p roposing  a p sy c h o lo g ic a l approach  to  a e s t h e t i c s ,  Mauron acknow l­
edges h i s  in d e b ted n ess  to  Roger F ry , who he say s  "p assed  h is  l i f e  in  
t e s t i n g  h im se lf  in  c o n ta c t w ith  many v e ry  d iv e rs e  works o f a r t "  and 
whose works a re  th e  s t a r t i n g  p o in t  fo r  M auron 's own r e f l e c t i o n s  (pp . 16- 
1 7 ) . A ccording to  Mauron, F ry  a t te m p ts  to  i s o l a t e  and d e f in e  th e  " e s se n ­
t i a l  su b s tan ce"  o f "pu re  a r t , "  an  a e s th e t i c  em otion w hich d i f f e r s  from 
o th e r  em otions, a "k ind  o f o r i g i n a l  k e rn a l  . . . n o t com parable w ith  th e  
o th e r  em otions which we commonly f e e l "  (p . 1 8 ). F ry  seek s  to  e s t a b l i s h  
th e  boundary between th e  e x p e r ie n c e s  o f o rd in a ry  l i f e  and th o se  o f a r t ,  
bu t r e j e c t s  th e  p s y c h o a n a ly s t 's  b e l i e f  th a t  th e  work of a r t  i s  "n o th in g  
more th a n  one of th o se  daydream s in  which men seek  ( th ro u g h  th e  im agina­
t i o n ,  and in  a more o r  l e s s  v e i le d  and sym bolic m anner), th e  f u l f i l lm e n t  
o f c e r t a in  d e s i r e s ,  e i t h e r  r e p r e s s e d ,  o r den ied  s a t i s f a c t i o n  by th e  r i g ­
o r s  o f d a i ly  l i f e "  (p . 2 1 ) . F ry  o b je c ts  th a t  such a  d e f i n i t i o n  does 
n o th in g  to  e x p la in  th e  "m y s te rio u s  em otion evoked by c e r t a in  com b in a tio n s  
of p u re  sound o r form . . . w hich have no ap p a re n t co n n ec tio n  w ith  th e  
s a t i s f a c t i o n  o f our i n s t i n c t s "  (p . 2 1 ); th e re  i s  a  d i f f e r e n c e ,  he m ain­
t a i n s ,  betw een a e s th e t ic  p le a s u re s  and i n s t i n c t i v e  s a t i s f a c t i o n s .  E lim i­
n a t in g  from pure  a r t  a l l  th e  p le a s u re s  man s t r i v e s  f o r  in  h i s  d a i ly  l i f e — 
sex , s e l f - g r a t i f i c a t i o n ,  pow er, r e l i g io u s  and m oral a u th o r i ty —Fry 
b e l ie v e s  th a t  what rem ains i s  th e  p le a s u re  o f co n tem p la tin g  "system s of 
r e l a t i o n s " ;  th a t  i s ,  com b in a tio n s  o f c o lo r s ,  volum es, sounds, and sp a c -  
in g s  w hich have s ig n if ic a n c e  o n ly  in  them selves and y e t s t i l l  seem 
rem arkab le  (p . 1 9 ). Mauron n o te s  th a t  th e  "fo rm ula i s  a b s t r a c t  because
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I t  alm s a t  th e  u tm ost g e n e r a l iz a t io n ,  b u t what i t  d e s c r ib e s  rem ains in  
th e  domain o f th e  sen ses"  (p . 1 9 ) . Mauron f u r th e r  n o te s  th a t  in  a t te m p t­
in g  to  e x p la in  why "system s o f r e l a t i o n s "  g e n e ra te  p le a s u re ,  F ry  te n d s  
to  p re s e n t  a r t  more and more a s  a  p u re ly  i n t e l l e c t u a l  p as tim e ; a s  F ry  
h im se lf  s a y s , " th e r e  i s  a  p le a s u re  in  th e  r e c o g n i t io n  of o rd e r  and in e v i ­
t a b i l i t y  in  r e l a t i o n s  . . . [ which ] w i l l  come v e ry  n ear to  th e  p le a su re  
d e r iv e d  from th e  co n tem p la tio n  o f i n t e l l e c t u a l  c o n s tru c t io n s  u n ite d  by 
lo g ic a l  i n e v i t a b i l i t y "  (p . 2 3 ). Fry th u s  draw s th e  boundary between l i f e  
and a r t  by p la c in g  th e  l i n e  betw een th e  i n t e l l e c t u a l  and a f f e c t iv e  do­
m ains o f human psychology.
Mauron n o te s  th e  w eaknesses bo th  o f  th e  p sy c h o a n a ly s t’ s approach  to  
a r t  and of F ry ’ s approach; th e  one r e l i e s  too  much on i n s t i n c t  and d e s i r e ,  
th e  o th e r  to o  much on th e  i n t e l l e c t ,  w hereas in  a c t u a l i t y ,  he b e l ie v e s ,  
th e  more an a r t i s t ’ s mind i s  s e t  on a e s th e t i c  p le a s u re  th e  f a r th e r  he 
g e t s  from i n s t i n c t i v e  s a t i s f a c t i o n .  And y e t  F ry ’ s approach  does n o t ex­
p la in  how a r t ,  th u s  c u t o f f  from a l l  so u rc e s  o f em otion, can r e t a i n  so 
marked an em o tio n a l c h a ra c te r  (pp. 2 5 -2 6 ). F ry  h im se lf  reco g n ized  t h i s  
dilemma and a ttem p ted  to  so lv e  i t  by s p e c u la tin g  th a t  a r t  somehow has 
a c c e ss  to  som ething which u n d e r l ie s  a l l  th e  p a r t i c u la r  em otions o f l i f e .  
Thus, a s  Mauron n o te s ,  F ry  p la c e s  th e  e ssen ce  of a r t  a t  once in  system s 
of r e l a t i o n s  u t t e r l y  fo re ig n  to  our an im al l i f e  and a t  th e  same tim e in  
a  sub co n sc io u s deeper and presum ably y e t  more anim al th an  th a t  o f th e  
p sy c h o a n a ly s ts .  Mauron o b je c ts  m oreover t h a t  F ry ’ s th e o ry  does n o t 
r e a l l y  e x p la in  why c e r t a in  works move us and o th e r s  do n o t .  He a c c e p ts  
F ry ’ s b e l i e f  t h a t  th e  a e s th e t i c  em otion d i f f e r s  from a l l  o th e r  em otions 
b u t r e j e c t s  any a ttem p t to  c h a r a c te r iz e  th e  l i n e  between l i f e  and a r t  a s
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th a t  between i n t e l l e c t  and f e e l in g  o r  i n s t i n c t ,  o r th a t  betw een th e  o r ­
d in a ry  e x p e rie n c e s  o f l i f e  and dream (o r daydream) e x p e r ie n c e . Mauron 
p o s i t s  r a th e r  a boundary betw een two a t t i t u d e s  o f m ind, th e  a c t iv e  and 
th e  c o n te m p la tiv e , which d i f f e r  in  th a t  " [ th e  a c t iv e  a t t i t u d e  ]  n ev e r 
c e a se s  to  th in k  o f a f u tu r e  more o r  l e s s  n ea r a t  hand, w hereas [ t h e  
co n tem p la tiv e  a t t i t u d e  ]  i s  ab so rb ed  in  th e  p re s e n t"  (p . 2 9 ) . Mauron 
th u s  r e t a i n s  F r y 's  h y p o th e s is  t h a t  a e s th e t i c  p le a s u re  comes from con­
te m p la tio n  b u t does n o t ag ree  to  l i m i t  th e  p le a s u re  to  th e  c o n tem p la tio n  
of " fo rm al r e l a t i o n s . "  The rem ain d er o f h i s  s tu d y  i s  an  experim en t w ith  
th e  h y p o th e s is  t h a t  we can in tro d u c e  o rd e r  in to  ou r a e s th e t i c  im p re ss io n s  
and in  some m easure e x p la in  them by ta k in g  th e  co n te m p la tiv e  a t t i t u d e  as  
a s t a r t i n g  p o in t .
Mauron goes on to  c l a r i f y  what he means by th e  d i f f e r e n c e  betw een 
th e  " a c t iv e  a t t i t u d e "  and th e  "co n te m p la tiv e  a t t i t u d e "  and th e  d i f f e r e n c e  
betw een an o r i e n t a t i o n  tow ard th e  f u tu r e  and tow ard th e  p r e s e n t . Our 
u su a l resp o n se  to  o u ts id e  s t im u l i  demands a  f u tu r e  o r i e n t a t i o n :  what we
a re  to  ^  in  re sp o n se  to  th e  s t im u lu s .  A r t ,  on th e  o th e r  hand, p r e c i s e ly  
p r o h ib i t s  u s  from making an a c t iv e  re sp o n se : we lo o k  n o t to  a  f u tu r e  a c ­
t io n  b u t a d d re s s  o u rs e lv e s  in s te a d  to  th e  f e e l in g s  o f  th e  p re s e n t  moment 
(p . 3 1 ). One does n o t t r y  to  e a t  a  p a in t in g  o f an  a p p le  n o r make lo v e  
to  a  b e a u t i f u l  s ta tu e  nor a c t u a l l y  le a p  up to  march to  a  s t i r r i n g  tu n e — 
in  f a c t ,  a t  th e  moment one does b eg in  to  march to  a tu n e  he has moved 
o u t o f th e  domain o f a e s th e t i c  re sp o n se . Thus th e  a e s th e t i c  a t t i t u d e  i s  
a  " c u rio u s  m ix tu re  o f s e n s a tio n  and in h ib i t i o n — th e  f i r s t  depending on 
th e  second fo r  i t s  keen n ess , r ic h n e s s  and d u ra tio n "  (p . 3 2 ) .  Mauron 
n o te s  th a t  we have s im ila r  e x p e r ie n c e s  in  o rd in a ry  l i f e ,  moments when we
21
pause  b e fo re  a  lan d scap e , th e  fa c e  o f  a  f r i e n d ,  o r  even l i n g e r  over th e  
t a s t e  of a m outhful of w ine; a t  such moments, he b e l ie v e s ,  "we a re  a l l  
l i k e  a r t i s t s ,  because in s te a d  o f p u t t in g  an  end to  th e  s tim u lu s  by a  
prompt r e a c t io n ,  we keep i t  in  su spense"  (p . 3 3 ). Mauron su p p o rts  th e  
p sy c h o lo g ic a l soundness o f h i s  a n a ly s is  by p o in t in g  o u t th a t  even in  th e  
realm  of i n s t i n c t  we r e c e iv e  a s  much p le a s u re  from th e  s tim u lu s  a s  from 
th e  s a t i s f a c t i o n  o f d e s i r e  (p . 3 5 ).
The a e s th e t ic  a t t i t u d e  d i f f e r s ,  however, from th e  o rd in a ry  a t t i ­
tu d e s  of l i f e  in  th a t  a r t  a sk s  u s  to  pause r a th e r  th a n  to  a c t .  The a r t ­
i s t  o f f e r s  u s  som ething we can  make no im m ediate u se  o f ;  he a sk s  u s  to  
lo o k  b u t n o t r e a c t .  Thus he g iv e s  " p o s s ib le  p le a su re  ev ery  p o s s ib le  
o p p o r tu n ity , s in c e  our mind i s  suspended j u s t  a t  th e  p o in t w here p le a s u re  
becomes m a n ife s t ,  betw een th e  s tim u lu s  and th e  re sp o n se . Through our 
v e ry  im m ob ility , th e  ex c item en t i s  m u l t ip l ie d .  . . . Thus we le a r n  o u r­
s e lv e s  to  be more p ro fo u n d ly  and s u b tly  s e n s i t i v e  th a n  we had im agined.
The a r t i s t  tran sfo rm s u s ,  w i l l y - n i l l y ,  in to  e p ic u re s "  (p . 3 8 ).
In  t h i s  co n tem p la tiv e  a t t i t u d e ,  a r t i s t  and au d ien ce  have a  common 
m eeting  ground. There i s  no e s s e n t i a l  d i f f e r e n c e  betw een th e  g lan ce  th e  
c r e a to r  makes us c a s t  on h i s  work and th e  g lan ce  he m ust have c a s t  on 
th e  w orld around: " th e  a r t i s t  co n tem p la tes  th e  u n iv e rs e  w ith o u t any
id e a  o f making u se  o f i t  . . . h i s  eyes a r e  so focused  as  to  c o n c e n tra te  
h i s  whole a t te n t io n  on th e  p re s e n t"  (p . 3 9 ) .
The co n tem p la tiv e  fo cu s  has th re e  e f f e c t s ,  a s  Mauron s e e s  i t :  f i r s t ,
an  " in c re a se d  s e n s i t iv e n e s s ."  Mauron u se s  " s e n s i t iv e n e s s "  in  th e  s c ie n ­
t i f i c  se n se , i .  e . , our a b i l i t y  to  p e rc e iv e  d i f f e r e n c e s .  The a r t i s t ' s  
eye sees  more d e t a i l s :  " D if fe re n c e , and th e re fo re  o r i g i n a l i t y , i s  a c c e n -
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tu a te d . The a e s th e t i c  u n iv e rs e  th u s  becomes a t  once r i c h e r  and s t r a n g e r "  
(p . 4 0 ). The second r e s u l t  i s  what Mauron c a l l s  th e  " m u l t ip l i c a t io n  of 
e ch o e s ."  The work o f  a r t  evokes innum erable f l e e t i n g  a s s o c ia t io n s ;  i n ­
deed, th e  " e v o c a tio n  o f 'so m eth in g  e l s e , '  th ro u g h  a language  o f sym bolic 
s ig n s , i s  one o f th e  pow ers o f a r t ,  and of i t s  f a v o u r i t e  p a s tim e s"  (p .
4 2 ). F in a l ly ,  th e  a e s th e t i c  a t t i t u d e  r e s u l t s  i n  th e  " d i s s o lu t io n  o f th e  
p r a c t i c a l  o rg a n iz a tio n  o f r e a l i t y ,  g iv in g  p la c e  to  o th e r  p o s s ib le  o rg an ­
iz a t io n s "  (p . 4 2 ) .
When one c e a se s  to  t r y  to  u se  th e  w orld , Mauron e x p la in s ,  h i s  u n i­
v e rse  becomes r i c h e r ;  s in c e  th e  u t i l i t a r i a n  o rg a n iz a t io n  o f th e  w orld i s  
of no i n t e r e s t  to  him , he s e t s  h im se lf  to  c r e a te  a  f r e s h  o rg a n iz a t io n  
(p . 4 4 ) . When an a r t i s t  co n tem p la te s  la n d sca p e , f o r  exam ple, w ith o u t 
any id e a  o f  making u se  o f i t ,  w ith o u t any in t e n t io n  o f making any u s u a l  
a c t iv e  re sp o n se  to  i t ,  th e  la n d sc a p e  i t s e l f  becom es, in  h i s  m ind, a  new 
and s tra n g e  p la c e ,  becomes form s and c o lo rs  w ith  s t r a n g e  a f f i n i t i e s ,  b e ­
comes chaos. Yet even though p h y s ic a l  a c t i v i t y  i s  r e p re s s e d ,  th e  mind 
co n tin u es  w orking; hence th e  g e n e s is  o f a r t ,  a s  th e  a r t i s t ' s  mind com­
poses what w i l l  a f te rw a rd  become th e  u n i ty  o f th e  work (p . 4 3 ) .
The a r t i s t ' s  " s e n s i t iv e n e s s "  ta k e s  th e  form  o f th e  lo v e  o f  o r ig i n a l  
b e in g s . In  h is  p u r s u i t  o f  n o v e l ty ,  o f o r i g i n a l i t y ,  th e  a r t i s t  " f r e e s  
h im se lf from th e  demands o f egoism ; he n o t o n ly  subm its  to  'o th e r n e s s ' 
bu t d e s i r e s  i t ,  s in c e  he g e t s  h i s  p le a su re  from i t "  (p . 4 9 ) . The jo y  he 
tak es  in  "co n tem p la tin g  som ething o th e r  th an  h im se lf  may in  t h i s  way 
lead  th e  a r t i s t  to  an  a lm o s t a b s o lu te  detachm ent" (p . 4 9 ) . H is a t t i t u d e  
i s  one o f amused a c c e p ta n c e  o f th e  w orld and i t s  o d d i t i e s .  The d e ta c h ­
ment from s e l f ,  th e  a c c e p ta n c e  o f o th e rn e s s ,  th e  jo y  th e  a r t i s t  ta k e s  in
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co n te m p la tin g  th e  o th e r  i s  c h a r a c t e r i s t i c  o f th e  c o n te m p la tiv e  a t t i t u d e .  
Mauron c i t e s  A uguste B rea l: " I I  e s t  un  é t a t  où l e s  hommes, l e s  s a v a n ts
comme l e s  ig n o ra n ts ,  p e rç o iv e n t des  c a r a c tè r e s  u n iq u e s  dans un ê t r e  q u i 
l e  d is t in g u e  a u s s i t ô t  de s e s  sem b lab les ; c ' e s t  l ' é t a t  am oureux. L 'a r ­
t i s t e  e s t  un amoureux p e rp é tu e l"  (p . 5 1 ) . The g r e a t  c o n te m p la tiv e s , 
a c c o rd in g  to  Mauron, c o n tr iv e  " to  lo v e  in  ev ery  manner p o s s ib le  th e  u n i­
v e rs e  b e fo re  t h e i r  ey es" ; th e y  n ev er t i r e  o f " co n tem p la tin g  th o se  d e t a i l s  
w hich g iv e  th e  w orld  a bold  r e l i e f  and a  r i c h  f la v o u r"  (p . 3 2 ) , even 
though th e y  may t r y  to  "red u ce  fo r  th e  sake o f  a  s im p le  a rran g em en t, th e  
i n f i n i t e  co m p lex ity  of th e  r e a l "  (p . 4 9 ) .
By "d e tac h m en t,"  th e n , Mauron seems to  mean n e i th e r  th e  absen ce  of 
a l l  e m o tio n a l re sp o n se  nor th e  a r t i s t ' s  detachm ent from r e a l i t y  b u t 
r a th e r  th e  a r t i s t ' s  a b i l i t y  to  lo v e  and to  en jo y  a l l  th e  d e t a i l s  o f th e  
w orld  o u ts id e  h im se lf .  He i s  d e tach ed  from th e  demands o f a  p r a c t i c a l  
o r u t i l i t a r i a n  o r ie n ta t io n  and from e g o c e n tr ism , and i t  i s  p r e c i s e ly  from 
t h i s  de tach m en t, c h a r a c t e r i s t i c  o f th e  c o n te m p la tiv e  a t t i t u d e ,  t h a t  th e  
a r t i s t  d e r iv e s  h i s  em o tional p le a s u re .
In  a t te m p tin g  to  e x p la in  what he means by "m en tal e c h o e s ,"  and to  
a n a ly z e  th e  mechanism by w hich th e y  o p e ra te  and th e  p le a s u re  w hich c o r ­
re sp o n d s  to  them Mauron moves in to  th e  rea lm  o f an  e x p re s s iv e  th e o ry  of 
a r t .  As a  s t a r t i n g  p o in t he p o s i t s  th e  fo llo w in g  p re c e p t:  "A ll w orks
o f a r t  r e p re s e n t  a tra n s m is s io n  from th e  a r t i s t  to  th e  s p e c ta to r , a  
tr a n s m is s io n  n e c e s s a r i ly  o c c u rr in g  th ro u g h  th e  medium o f one o f th e  
s e n s e s —e a r  o r eye" (p . 5 3 ) .
Mauron d e f in e s  " e x p re s s iv e  a r t "  a s  t h a t  w hich " th ro u g h  th e  medium 
o f sound o r c o lo u r ,  t r a n s m its  what we c a l l  s t a t e s  o f mind" (p . 5 5 ) .
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"Som ething o th e r"  (w hatever i n  th e  human so u l i s  n o t s e n s a tio n  o r combi­
n a t io n  of s e n s a tio n s )  and " s t a t e s  o f mind" he c la im s  can o n ly  be t r a n s ­
m itte d  by means o f " in t e r n a l  echoes" (o r  what he sometimes c a l l s  "m ental 
e c h o e s" ) , w hich l i n k  s e n s a tio n  w ith  p a s t  im p re ss io n s , awaken f e e l in g s ,  
e x c i te  d e s i r e s .  For such a re sp o n se , he f e e l s ,  th e  term  " a s s o c ia t io n  of 
id e a s "  seems to o  narrow . In  any c a s e ,  e x p re s s iv e  a r t  r e q u i r e s  a  language 
o f symbols in  o rd e r  to  t r a n s m it  a  s t a t e  o f mind o r  "som ething o th e r"  th a n  
s e n s a t io n s ,  and h e re  th e  d i f f i c u l t y  of com m unication from a r t i s t  to  a u d i­
ence a r i s e s ,  s in c e  th e  au d ien ce  may n o t sh a re  th e  a r t i s t ' s  a s s o c ia t io n s  
w ith  th e  sym bols. S in ce  ev e ry  a r t i s t  c r e a te s  h i s  own idiom  acc o rd in g  to  
h i s  own p e c u l ia r  "inw ard e c h o e s ,"  h i s  chances o f being  u n d ers to o d  a re  
s l i g h t .
Mauron b e l ie v e s  th a t  t h i s  problem  does n o t tr o u b le  th e  a r t i s t .  He 
th in k s  r a th e r  t h a t  th e  a r t i s t ' s  g la n ce  goes no f u r th e r  th a n  h is  own c r e ­
a t i o n ,  t h a t  he c r e a te s  n o t becau se  he w ishes to  communicate w ith  h i s  au­
d ie n c e  b u t r a th e r  because  he m ust: s in c e  th e  a r t i s t  has paused  in  h i s
o rd in a ry  a c t i v i t i e s  to  co n tem p la te  th e  p re s e n t  he must u se  up h is  n e rv ­
ous energy  in  some o th e r  way. Thus th e  e x p re s s iv e  a r t i s t  does n o t r e a l l y  
seek  to  be u n d e rs to o d ; he speaks fo r  th e  p le a su re  o f sp eak in g . N ever­
t h e le s s  we, a s  a u d ie n c e , l i s t e n  and u n d e rs tan d  a t  l e a s t  in  p a r t .  T h is  
" in v o lu n ta ry  tra n s m is s io n "  seems to  Mauron "one o f  th e  g r e a t e s t  i r o n ie s  
o f sym bolic a r t "  (pp . 5 8 -5 9 ).
A nother and p o te n t i a l l y  more troub lesom e c o m p lic a tio n  a r i s e s  from 
e x p re s s iv e  a r t .  The e x p re s s iv e  a r t i s t  m ust be doublem inded: he m ust
o b serv e  h is  own in n e r  la n d sca p e  w ith  th e  same co n te m p la tiv e  detachm ent 
t h a t  he tu r n s  on th e  e x te r n a l  w orld ; one p a r t  o f him s e e th e s  w ith  ech o es.
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Im pu lses, em otions, w h ile  th e  o th e r  must sav o r and a p p re c ia te ,  unmoved 
(p . 6 1 ). At t h i s  p o in t Mauron*s in s i s te n c e  on th e  n e c e s s i ty  o f  contem­
p la t i v e  detachm ent en co u n te rs  d i f f i c u l t i e s ,  a s  he h im se lf  re c o g n iz e s .
I f  th e  a r t i s t  becomes to o  invo lved  in  th e  em otion he lo s e s  th e  n e c e ssa ry  
detachm ent; y e t  i f  he does n o t l e t  h im se lf  go to  some e x te n t ,  he lo s e s  
th e  f e e l in g  and th e  v e ry  s t u f f  o f e x p re s s iv e  a r t .  Thus Mauron p o s i t s  an 
u n s ta b le  e q u ilib r iu m  in  th e  a r t i s t  between th e  a c to r  and th e  lo o k e r-o n .
The p e r f e c t  a r t i s t ,  Mauron b e l ie v e s ,  would adm it a l l  inward v o ic e s  in to  
h is  work u n t i l  th e  moment he c e a se s  to  l i s t e n  and b eg in s  to  y ie ld  to  
t h e i r  p rom ptings—a d i f f i c u l t  l i n e  to  draw , a s  Mauron ad m its  (pp. 63- 
6 4 ).
S ince c e r t a in  s u b je c ts  and em otions im p e r il  th e  e q u ilib r iu m  more 
th an  o th e r s — sex , r e l i g io n ,  p o l i t i c s ,  th e  w i l l  to  power, to  name a  few— 
Mauron*s th e o r i e s  le ad  him to  a  p o s i t io n  t h a t  he acknow ledges i s  n o t en­
t i r e l y  s a t i s f a c to r y ;  "E x p re ss iv e  a r t  . . . f lo u r i s h e s  m ost h a p p ily  a p a r t  
from o r r a th e r  on th e  edge of th e  g re a t  e d d ie s  o f th e  human so u l"  (p . 6 9 ). 
Whether th e  problem  l i e s  in  h i s  th e o ry  o r  in  th e  n a tu re  of e x p re s s iv e  a r t  
i t s e l f ,  Mauron a c c e p ts  th e  c o n c lu s io n  to  w hich h is  id e a s  have le d  him: 
" u n le s s  th e r e  i s  an e x tra o rd in a ry  power o f detachm ent in  b o th  a r t i s t  and 
s p e c ta to r ,  e x p re s s iv e  a r t  can  o n ly  hope to  rem ain  a r t  by evoking s t a t e s  
of mind w hich a re  r a th e r  p la c id  and a lre a d y  tin g e d  w ith  co n tem p la tio n "
(p . 7 1 ). Thus o b je c ts  from th e  p a s t  ( th in g s  o f no p r a c t i c a l  u se  in  our 
l i v e s )  and memories (a r e a l i t y  gone o u t o f u se )  lend  them selves ad m irab ly  
to  a e s th e t i c  co n tem p la tio n .
I t  would seem, th e n , th a t  Mauron*s c a te g o ry  o f "m ental echoes" a s  
one o f th e  consequences o f th e  c o n tem p la tiv e  a t t i t u d e  and a s  an  e x p la n a -
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t io n  fo r  th e  mechanism o f e x p re s s iv e  a r t  has  le d  him to  th e  u n s a t i s f a c ­
to ry  p o s i t io n  th a t  "p u re  a r t "  must in e v i ta b ly  concern  i t s e l f  w ith  th e  
p e r ip h e ra l  and th e  t r i v i a l .  Such i s  n o t e n t i r e l y  th e  c a s e , f o r  he has 
noted th a t  th e  g re a t  co n te m p la tiv e  a r t i s t s  can manage th a t  d e l i c a t e  i f  
uneasy e q u ilib r iu m  betw een detachm ent and f e e l in g  even though he adm its 
th a t  th e  s p e c ta to r  o f te n  la c k s  such pow ers. Such a th e o ry  o f a r t  th u s  
r a i s e s  a c h a lle n g e  to  th e  a e s th e t i c  and a r t i s t i c  powers o f th e  au d ien ce , 
and th e  demands a re  a d m itte d ly  g r e a t .  F in a l ly ,  t h i s  e v o c a tio n  o f "some­
th in g  o th e r , "  though a p a r t  o f b eau ty , i s  n o t th e  on ly  p a r t :  " th e r e  i s
an o th er beau ty  which evokes n o th in g , and i s  c o n te n t m erely  to  be" (p .
74).
What Mauron means by t h i s  o th e r  b eau ty  em erges from h is  d is c u s s io n  
of th e  l a s t  consequence o f th e  a e s th e t ic  a t t i t u d e :  th e  c r e a t io n  of new
o rd e rs  to  r e p la c e  th e  u t i l i t a r i a n  o rd e r , now m a n ife s t ly  u s e le s s ,  s in c e  
a c t io n  i s  fo rb id d e n  (p . 7 7 ). At t h i s  p o in t  in  h is  d is c u s s io n  Mauron 
tu rn s  ag a in  to  Roger F r y 's  d is c u s s io n  of "fo rm al r e l a t i o n s . "  Mauron 
seems to  u n d e rs tan d  t h i s  term  as  meaning th e  r e l a t io n s h ip  between a 
w o rk 's  e lem en ts  o f d e s ig n  and chance, between o rd e r  and ch ao s , in  s h o r t ,  
i t s  s t r u c tu r e .
At t h i s  p o in t ,  Mauron a s s e r t s ,  th e  a r t s  of p a in tin g  and p o e try  d i f ­
f e r  from m usic . S ince  c o lo r s ,  forms and words a re  s ig n s  by which we 
re g u la te  a c t io n  and w hich form o b je c ts  o r  o p in io n s  we make use  o f in  
p r a c t i c a l  l i f e ,  th ey  compose " th e  n a tu ra l  o rd e r o f th in g s . In  th e  p la s ­
t i c  a r t s ,  a s  in  p o e try ,  th e  zero  from which th e  a r t i s t  s t a r t s  i s  n o t ,  a s  
in  m usic , pu re  chance , b u t a c e r t a in  p r e - e x i s t e n t  o rg a n iz a tio n  of th e  
w orld , which he w i l l  have to  d e s tro y  in  o rd e r  to  c r e a te  new com binations"
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(p . 7 9 ) . And, s in c e  th e  d e s t r u c t io n  o f th e  n a t u r a l  o rd e r o f th in g s  gen­
e r a t e s  a  p sy c h o lo g ic a l p r o t e s t ,  th e  w r i te r  o r  p a in te r  must u s u a l ly  
"superim pose th e  a e s th e t ic  com bination  which i n t e r e s t s  him on an u n in ­
t e r e s t i n g  'n a t u r a l '  com bination—p re te n d ,  w h ile  composing h i s  work, to  
copy n a tu re "  (p . 7 9 ). The q u e s tio n  th e n  in  r e l a t i o n  to  a r t s  o th e r  th an  
m usic i s  w hether th e  work c o n ta in s  any a e s th e t i c  com bination , w hether 
th e  a r t i s t  has c re a te d  a new o r g a n iz a t io n ,  superim posed on th e  n a tu r a l  
o rd e r  of th in g s ,  o r w hether he has  sim ply co p ied  th e  n a tu r a l  o rd e r  o f 
th in g s .  The d i s t i n c t i o n  Mauron draw s betw een "co m position"  and " n a tu r a l  
o rd e r"  g iv e s  r i s e  to  two f u r th e r  q u e s t io n s :  (1) what i s  an  " a e s th e t ic
com bination"? and (2) why do c e r t a in  co m b in a tio n s  g iv e  more p le a s u re  
th a n  o th e rs ?
A com bination , says Mauron, i s  l i k e  a jo u rn e y : " th e  com bination  i s
th e  i n t e l l e c t u a l  t r a c k  by which th e  mind p a s se s  from one to  th e  o th e r  in  
a s e r i e s  o f m o d if ic a tio n s  c l e a r ly  p e rc e iv e d , w h ile  e v e ry th in g  e l s e  r e ­
m ains th e  same" (p . 8 3 ). The im p ress io n  o f c o n t in u i ty  comes from th e  
c o n s ta n t ,  th e  s t a t i c .  In  p r a c t i c a l  l i f e ,  th e  i n t e l l e c t u a l  jo u rn e y  has 
a g o a l in  th e  f u tu r e .  S ince he has a lre a d y  e s ta b l is h e d  th a t  a r t  con­
c e rn s  i t s e l f  on ly  w ith  th e  p r e s e n t ,  a e s th e t i c  com binations w i l l  n e c e s ­
s a r i l y  d i f f e r  from th e  i n t e l l e c t u a l  com b in a tio n s  of o rd in a ry  l i f e :  "The
a e s th e t i c  com bination  canno t be an y th in g  b u t a jo u rn ey  betw een two p o in ts  
in  th e  p re s e n t:  th a t  i s ,  in  f a c t ,  betw een two p o in ts  in  th e  work" (p .
8 4 ) . We make th a t  jo u rn e y , Mauron s a y s , th ro u g h  our a b i l i t y  to  p e rc e iv e  
a n a lo g ie s .
Mauron p o in ts  ou t th a t  th e  s e a rc h  f o r  resem b lances  i s  an e s s e n t i a l  
c h a r a c t e r i s t i c  o f th e  human m ind: " In  a c t iv e  l i f e  th e  human i n t e l l e c t
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lo o k s fo r  resem blances  b ecau se  i t  w ishes to  fo re s e e  e f f i c i e n t l y ;  in  a r t  
t h i s  aim d is a p p e a r s ,  b u t th e  i n t e l l e c t  s t i l l  lo o k s  f o r  an a lo g ies* —th a t  
i s  i t s  fu n c tio n —and now, i t  seem s, fo r  th e  p u re  p le a s u r e  o f  d is c o v e r in g  
them" (p . 9 1 ). A lthough human re a so n  te n d s  to  em phasize th e  i d e n t i t y  
between phenomena, human s e n s i b i l i t y  fo c u se s  on p e rc e iv in g  d i f f e r e n c e s ,  
hence th e  compromise betw een lo g ic  and s e n s i b i l i t y ,  whose e q u il ib r iu m  
Mauron say s  c o n s t i tu te s  i n t e l l i g e n c e .  In  f a c t ,  Mauron im p lie s  t h a t  i t  
i s  p r e c i s e ly  ou r a b i l i t y  to  p e rc e iv e  d i f f e r e n c e s  and to  p e rc e iv e  a n a lo g ­
ie s  t h a t  p e rm its  u s  to  d is c o v e r  th e  o rd e r  o r  u n i ty  i n  a  work o f a r t :  
"w ith o u t a n a lo g ie s  (and w ith o u t d i f f e r e n c e s  p e rc e iv e d  i n  r e l a t i o n  to  
th o se  a n a lo g ie s )  th e re  can  be no rhythm , no r o rd e r ,  n o r  u n i ty  o f any 
k in d "  (pp. 9 2 -9 3 ). Thus M auron 's  g e n e ra l fo rm ula  f o r  o rd e r :  "Som ething
changes, som ething rem ains c o n s ta n t .  . . . [  i f  ]  e v e ry th in g  changes a t  
once, such i s  . . . th e  mark o f  chaos" (p . 8 8 ) , T h is  fo rm u la  would seem 
to  be M auron 's i n t e r p r e t a t i o n  o f F ry ’ s "system s of r e l a t i o n s . "
Our p e rc e p tio n  of v a r i a b le s  in  r e l a t i o n  to  a  c o n s ta n t ,  Mauron s a y s ,  
i s  th e  means by which a m u s ic ia n  o rg a n iz e s  h i s  c o m p o sitio n , i n  th e  s e ­
quence of m o d if ic a t io n s  p e rc e iv e d  in  r e l a t i o n  to  th e  c o n s ta n ts  o f  key 
and rhythm . The p a in te r  composes changes around c o n s ta n ts  i n  form , 
space  and c o lo r .  In  p o e t ry ,  th e  form ula e x p la in s  th e  w ork ings o f  m eta­
p h o r. Mauron c i t e s  Max E as tm an 's  a n a ly s is  o f B la k e 's  "T yger, ty g e r ,  
b u rn in g  b r ig h t " :  "Som ething changes—th e  o b je c t  c o n s id e re d — som ething
rem ains c o n s ta n t—th e  b r ig h tn e s s  s tre a k e d  w ith  b la c k ,  th e  bound, th e  
su p p le n e ss . . The im m ob ility  o f th e se  e lem en ts  has  made p o s s ib le  th e  
c o u rse  of th e  m etaphor. The p o e t ic  a rab esq u e  i s  form ed by th e  m en ta l 
le a p  th u s  accom plished" (pp . 8 4 -8 5 ).
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Not e v e ry th in g  in  a r t  in v o lv es  system s o f  r e l a t i o n s ,  a s  Mauron 
p o in ts  o u t .  The a r t i s t  i s  n o t a  m e rc ile s s  lo g ic ia n ,  and every  work w i l l  
of n e c e s s i ty  be a m ix tu re  o f r e l a t i o n s ,  ch an ce , and th e  " n a tu r a l  o rd e r  
of th in g s ."  I t  i s  n o t even p a r t i c u l a r ly  d e s i r a b l e ,  from  Mauron’ s p o in t  
of v iew , th a t  th e  r e l a t i o n s  be e a s i l y  d i s c e r n ib le  by th e  s p e c ta to r ,  
s in c e  h i s  so u rce  o f  p le a s u re  in  o rg a n iz a tio n  stem s n o t p r im a r i ly  from 
th e  o rg a n iz a tio n  i t s e l f  b u t r a th e r  from h i s  d is c p v e ry  o f  i t ;  " a e s th e t i c  
o rd e r  i s  meant to  be f e l t  r a th e r  th a n  a n a ly se d ; th e  e x is te n c e  o f a  com­
b in a t io n  p roduces a vague and d e l ig h t f u l  im p ress io n  o f  c o n t in u i ty  and 
o rd e r"  (p . 8 7 ) . In  f a c t ,  i f  a e s th e t ic  o rd e r  i s  to  become a  so u rce  of 
p le a s u re ,  i t  m ust rem ain  h idden  in  a s o r t  o f tw i l ig h t  w here we may have 
th e  jo y  o f d is c o v e r in g  i t .  P a r t  o f th e  re a so n  f o r  o u r p re fe re n c e  fo r  
system s o r  com b in a tio n s  n o t im m ediately  a p p a re n t comes, Mauron b e l ie v e s ,  
from our lo v e  o f r e a l i t y ,  which i s  i n f i n i t e l y  com plex, and ou r d i s t a s t e  
fo r  th e  p r e d ic ta b le  tedium  and a r t i f i c i a l i t y  o f th e  sch em a tic .
Mauron b ases  h i s  a n a ly s i s  of th e  p le a s u re  o f o rg a n iz a t io n  on h i s  
th e o ry  o f c o n te m p la tio n . The c o n tem p la tiv e  a t t i t u d e ,  w ith  i t s  c h a ra c ­
t e r i s t i c  detachm ent and i t s  d e te rm in e d ly  n o n u t i l i t a r i a n  fo cu s  i s  th e  
means by w hich th e  a r t i s t  p e rc e iv e s  new system s of r e l a t i o n s  in  r e a l i t y ,  
th e re b y  composing th e  o rd e r  in  h i s  w ork, and by w hich th e  s p e c ta to r  in  
tu rn  d is c o v e rs  th e  u n i ty  o r o rd e r  in  th e  work he i s  co n te m p la tin g . As 
we have a lre a d y  n o te d , when th e  a r t i s t  t r e a t s  th e  f u tu r e  and th e  conduct 
re q u ire d  in  i t  a s  n e g l ig ib l e ,  he lo s e s  n o t o n ly  th e  ad v an tag es  b u t a l s o  
th e  l i m i t a t i o n s  of p r a c t i c a l  o rg a n iz a t io n .  L andscape, f o r  exam ple, be­
comes ch ao s , b u t a chaos th a t  r e v e a ls  form s and c o lo r s  w ith  s tr a n g e  and 
perhaps new a f f i n i t i e s .  The same s o r t  o f e x p e r ie n c e  ta k e s  p la c e  when a
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s p e c ta to r  v iew s a  p a in t in g ;  " l i t t l e  by l i t t l e ,  under th e  'n a tu ra l*  
meaning of th e  work . . . c e r t a in  p l a s t i c  in s is te n c e s  a p p e a r. . . . The 
curve o f th e  h a t r e p e a ts  th a t  o f th e  arm, th e  a n g le  of th e  fa n  b r in g s  
out th a t  o f  th e  b u s t"  (pp. 9 4 -95 ).
Mauron a g re e s  w ith  M allarm é' s s ta tem en t th a t  th e  on ly  t r a in in g  fo r  
th e  im ag in a tio n  c o n s i s t s  o f look ing  a t  a  p ic tu r e  f o r  a  long  tim e , w ith  
a mind a t  once c u r io u s  and empty; e v e n tu a lly  we w i l l  d is c o v e r  th e  sy s ­
tems of r e l a t i o n s ,  th e  tim e comes when we can no lo n g e r a t t r i b u t e  th e  
in s is te n c e s  to  chance , and th e  id e a  o f a com bination  i s  bo rn . Mauron 
b e l ie v e s  t h a t  such  a moment, however f l e e t i n g ,  i s  accompanied by a  f l a s h  
of pure  jo y . T h is  d isc o v e ry  o f a new resem b lan ce , Mauron s t a t e s ,  i s  
th e  o n ly  p le a s u re  human rea so n  has (p . 102). Yet resem blance and o rd e r  
a re  n o t alw ays so u rc e s  o f p le a s u re ;  in  o rd in a ry  l i f e  we may be i n d i f f e r ­
en t to  system s, may even f in d  o rd e r  tire so m e . Thus th e  f i e l d  o f a b s t r a c t  
lo g ic  i s  fo rb id d e n  to  th e  a r t i s t  because  th e re  th e  resem blances a r e  to o  
ap p aren t and th e  p le a s u re  o f d isc o v e ry  a lm ost n o n -e x is te n t  (p . 1 0 5 ). In  
o rd e r fo r  a work to  be a e s t h e t i c a l l y  s a t i s f y in g ,  i t  m ust a p p e a l to  more 
than  human re a s o n — a e s th e t i c  em otions a re  more complex th an  t h a t .
N e v e r th e le s s , th e re  i s  a e s th e t ic  p le a s u re  in  o rg a n iz a t io n ,  f o r  th e  
a r t i s t  ta k e s  p le a s u re  in  p e rc e iv in g  o r c r e a t in g  system s o f r e l a t i o n s ,  in  
resem blances he e s ta b l i s h e s  between " r e a l ,  t h a t  i s ,  i n f i n i t e l y  complex 
th in g s"  (p . 9 9 ). The s p e c ta to r  ta k e s  p le a s u re  in  h i s  d isc o v e ry  o f th o se  
resem blances in  th e  work th e  a r t i s t  has composed. Mauron b e l ie v e s  t h a t  
th e  a r t i s t  does n o t deem i t  n e c e ssa ry  to  l in k  up resem blances s y s te m a tic ­
a l ly :  " I t  i s  enough th a t  th e  work should  convey an im p re ss io n , even
though vague, o f a  r e a l i t y  r ic h e r  in  u n fo re seen  co rresp o n d en ces  th a n  th e
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o rd in a ry  w o rld ,"  so th a t  "our mind in  tu r n  may ex p erien ce  th e  jo y  o f a 
m u l t ip le  d isco v e ry "  (p . 105).
In  summary, Mauron has a ttem p ted  to  c h a r a c te r iz e  th e  p sy c h o lo g ic a l 
mechanism s e t  to  work by c e r t a in  q u a l i t i e s  in  a  work o f a r t  and to  de­
s c r ib e  th e  p le a su re  Invo lved  in  th e  norm al working o f  th a t  mechanism.
He has d iv id ed  th e  mechanism in to  th r e e  p a r t s  and has c h a ra c te r iz e d  
th r e e  d i s t i n c t  k in d s  o f co rre sp o n d in g  p le a s u re s .  " S e n s ib i l i ty "  ta k e s  
p le a su re  in  p e rc e iv in g  d i f f e r e n c e s ;  m emories and i n s t i n c t s  ta k e  p le a s u re  
in  being  su p p lie d  w ith  m o tiv es  fo r  a c t i v i t y ;  rea so n  ta k e s  p le a s u re  in  
being  g iven  co rrespondences  to  d i s t i n g u is h .  T h is  complex o f em o tional 
p le a su re s  makes up th e  a e s th e t i c  em otion , b u t fo r  th e  p le a s u re  to  be 
a e s th e t ic  and by d e f in i t i o n  d i f f e r e n t  from th e  p le a s u re s  o f o rd in a ry  
l i f e  r e q u ire s  th e  detachm ent o f th e  co n te m p la tiv e  a t t i t u d e ,  w hich makes 
no a c t iv e  response  b u t sim ply sav o rs  and e n jo y s . Such i s  th e  complex 
e x p e rien ce  fo r  th e  s p e c ta to r ,  though th e  c a se  fo r  th e  a r t i s t  i s  n o t p re ­
c i s e l y  th e  same. He a t  l e a s t  does make some a c t iv e  resp o n se  In  c r e a t in g  
th e  work o f a r t .  Mauron does n o t c la im  th a t  h is  system  i s  n e c e s s a r i ly  
th e  r ig h t  one, b u t he i s  w i l l in g  to  a s s e r t  f i n a l l y  th a t  a r t  ap p ea rs  to  
him " to  seek everyw here th e  p s y c h o lo g ic a l c o n d itio n s  b e s t  s u ite d  to  th e  
grow th of p le a su re s  w hich may rem ain  co n tem p la tiv e "  (p . 106).
C e rta in  themes in  M auron 's d is c u s s io n  had a lre a d y  appeared  in  S te ­
v e n s ' p o e try  and in  th e  l e t t e r s .  The t i t l e  o f h is  second volume of poems. 
Id e a s  of Order (1935), su g g e s ts  re a so n s  why a  work th a t  d ev o tes  so much 
d is c u s s io n  to  th e  p le a su re s  o f o rg a n iz a t io n  m ight have found in  S tevens 
a  sym pathetic  re a d e r .  Comments from th e  l e t t e r s  o f t h i s  p e r io d  r e in f o r c e
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t h i s  n o tio n . In  a  l e t t e r  to  Ronald Lane L atim er in  1935 S tevens sa y s ,
" I  came a c ro s s  some such p h ra se  a s  t h i s :  'm an 's  p a s s io n a te  d i s o r d e r , '
and I  have s in c e  been v e ry  much in t e r e s t e d  in  d i s o r d e r .  . . .  I  do v e ry  
much have a d i s l i k e  of d is o rd e r"  (LWS p . 3 00 ). In  a  comment to  Hi S i­
mons e x p la in in g  "The P le a su re s  o f M erely C ir c u la t in g "  (1934) he rem ark s, 
"The s p e c ta c le  o f o rd e r  i s  so v a s t  th a t  i t  re sem b les  d is o rd e r ;  i t  resem ­
b le s  th e  f o r tu i to u s  . . . .  But f o r  a l l  th e  a p p a re n t f o r tu i to u s n e s s  of 
th in g s ,  th ey  ho ld  to g e th e r"  (LWS p . 3 48 ). And in  "The Idea  o f O rder a t  
Key West" (1934) we se e  th e  s in g e r  (a  f ig u r e  fo r  th e  im ag in a tio n ) o rd e r ­
ing  and com posing, n o t o n ly  her song b u t th e  r e a l i t y  o f  which she s in g s :
And when she sang , th e  s e a ,
W hatever s e l f  i t  had , became th e  s e l f  
That was h e r song, fo r  she was th e  m aker.
Oh! B lessed  rag e  f o r  o rd e r ,  p a le  Ramon,
The m a k e r 's  ra g e  to  o rd e r  words o f th e  sea
(CP 129-130)
A nother r e c u r r in g  m o tif  in  S te v e n s ' l e t t e r s  o f  th e  p e r io d  r e v e a ls
h is  concern  w ith  th e  s t a t u s  o f th e  p o e t in  s o c ie ty :
There i s  no re a so n  why any p o e t should  n o t have th e  s t a t u s  o f th e  
p h ilo so p h e r , no r why h i s  p o e try  should  n o t g iv e  up to  th e  k e e n e s t 
minds and th e  m ost s e a rc h in g  s p i r i t s  som ething o f what p h ilo so p h y  
g iv e s  up and , in  a d d i t io n ,  th e  p e c u l ia r  th in g s  t h a t  o n ly  p o e try  
can g iv e . . . .  I f  p o e try  in tro d u c e s  o rd e r ,  and every  com petent 
poem in tro d u c e s  o rd e r ,  and i f  o rd e r  means p e a c e , even though th a t  
p a r t i c u l a r  peace  i s  an i l l u s i o n ,  i s  i t  any l e s s  an i l l u s i o n  th a n  
a good many o th e r  th in g s  . . .  ? I s n ' t  a  f re s h e n in g  o f l i f e  a 
th in g  o f consequence? I t  would be a g re a t  th in g  to  change th e
s ta tu s  o f  a p o e t .  (LWS pp. 292-293)
In  a  l a t e r  l e t t e r  he say s  o f t h i s  p e r io d , " I  began to  f e e l  th a t  I  was on
th e  e d g e : t h a t  I  wanted to  g e t to  th e  c e n te r"  (LWS p . 3 52 ). I t  would
seem th a t  S tev e n s , a t  t h i s  p o in t  in  h is  c a r e e r ,  was c o n s id e r in g  some o f
th e  same q u e s tio n s  ab o u t a r t  t h a t  o ccu rred  to  M auron, b u t th e  s ig n s  a r e
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c le a r  th a t  S tevens was f i n a l l y  to  re a c h  somewhat d i f f e r e n t  c o n c lu s io n s .
Comments in  S te v e n s ' l e t t e r s  i n  th e  1940' s  r e tu r n  to  c e r t a i n  is s u e s  
r a is e d  by Mauron*s book. For exam ple, Mauron p o in ts  o u t th e  d i f f i c u l t y  
an  a r t i s t  en co u n te rs  in  com m unicating h is  own p r iv a te  " in t e r n a l  echoes"  
to  h i s  au d ien ce  and goes on to  say th a t  th e  a r t i s t  does n o t even w ish  to  
do so . S tevens says t h a t  " th e re  i s  a  k ind  o f  sec recy  betw een th e  p o e t 
and h i s  poem w hich, once v io l a t e d ,  a f f e c t s  th e  i n t e g r i t y  o f th e  p o e t"
(LWS p . 36 1 ). Mauron a l s o  n o te s  th a t  though th e  a r t i s t ' s  g la n c e  goes 
no f u r th e r  than  h i s  own c r e a t io n  and th a t  he does n o t r e a l l y  c a r e  whe­
th e r  he com m unicates, th e  s p e c ta to r  does u n d e rs ta n d , a t  l e a s t  in  p a r t .  
S tevens rem arks, "Som etim es, when I  am w r i t in g  a  th in g ,  i t  i s  com ple te  
in  my own mind; I  w r i te  i t  in  my own way and d o n 't  c a re  what happens. I  
d o n 't  mean to  say  th a t  I  am d e l ib e r a t e ly  o b scu re , b u t I  do mean to  say 
t h a t ,  when th e  th in g  has  been p u t down and i s  com plete to  my own way of 
th in k in g ,  I  l e t  i t  go. A f te r  a l l ,  i f  th e  th in g  i s  r e a l l y  th e r e ,  th e  
re a d e r  g e ts  i t .  He may n o t g e t i t  a t  once, b u t ,  i f  he i s  s u f f i c i e n t l y  
i n t e r e s t e d ,  he in v a r ia b ly  g e ts  i t "  (LWS p . 403 ). Mauron b e l ie v e s  th a t  
r e l a t i o n s  must rem ain h idden  in  a  s o r t  o f  tw i l ig h t  so t h a t  th e  s p e c ta to r  
may have th e  p le a su re  o f d is c o v e r in g  them and th a t  fo r  t h i s  re a so n  th e  
f i e l d  o f a b s t r a c t  lo g ic  i s  fo rb id d e n  to  th e  a r t i s t  becau se  th e r e  th e  
resem b lances a re  too  im m ediate ly  a p p a re n t and do n o t y ie ld  th e  p le a s u re  
of d isc o v e ry ; S tevens b e l ie v e s  t h a t  " p o e try  must l im i t  i t s e l f  i n  r e s p e c t  
to  in t e l l ig e n c e .  There i s  a p o in t a t  w hich in t e l l ig e n c e  d e s tro y s  p o e try "  
(LWS p . 305). Yet he a l s o  s t a t e s ,  "A man who w ro te  w ith  th e  id e a  o f
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b eing  d e l ib e r a t e ly  o b scu re  would be an im p o ste r . But th a t  i s  n o t th e  
same th in g  a s  a  man who a llo w s  a d i f f i c u l t  th in g  to  rem ain d i f f i c u l t  
b ecau se , i f  he e x p la in e d  i t ,  i t  w ould, to  h is  way o f th in k in g ,  d e s tro y  
i t "  ( I ^  p . 40 3 ).
Mauron b e l ie v e s  th a t  because  th e  media f o r  p o e try  and p a in t in g  a re  
form s w hich we a r e  accustom ed to  u se  in  govern ing  our a c t io n s  in  o r d i ­
n a ry  l i f e  th e  p o e t and p a in te r  must superim pose t h e i r  new o rg a n iz a t io n s  
o f r e a l i t y  on f a m i l i a r  o rg a n iz a tio n s  (he r e f e r s  to  t h i s  p ro c e s s  a s  p r e ­
te n d in g  to  im i ta te  th e  n a tu r a l  o rd e r  o f th i n g s ) . S tevens comments th a t  
" im a g in a tio n  tia-s no so u rce  ex cep t in  r e a l i t y ,  and c e a se s  to  have any 
v a lu e  when i t  d e p a r ts  from r e a l i t y .  Here i s  a  fundam ental p r in c ip le  
abou t th e  im a g in a tio n : I t  does n o t c r e a te  ex ce p t a s  i t  t ra n s fo rm s .
T here i s  n o th in g  th a t  e x i s t s  e x c lu s iv e ly  by re a s o n  of th e  im a g in a tio n , 
o r t h a t  does n o t e x i s t  in  some form in  r e a l i t y .  Thus, r e a l i t y  = th e  
im a g in a tio n , and th e  im a g in a tio n  = r e a l i t y .  Im ag in a tio n  g iv e s ,  b u t g iv e s  
in  r e l a t i o n "  (LWS p . 364).
Mauron i n s i s t s  on detachm ent a s  a  n e c e ssa ry  p a r t  o f th e  con tem pla­
t i v e  a t t i t u d e ,  b u t he seems to  in te n d  a v a r i e ty  o f th in g s  by th e  te rm .
He means p r im a r i ly  th e  a r t i s t ’ s la c k  o f re g a rd  f o r  our u s u a l  f u tu r e  ac ­
t i o n  o r i e n t a t i o n  and f o r  making any resp o n se  to  th e  s i t u a t io n  o th e r  th a n  
an  a e s th e t i c  re sp o n se . The term  a ls o  in v o lv e s  th e  amount o f  f e e l in g  th e  
a r t i s t  can  adm it in to  th e  s i t u a t io n ,  and i t  seems to  mean to o  th e  a r t i s t ' s  
freedom , a t  l e a s t  m om en tarily , from ego tism . F in a l ly ,  detachm ent seems 
to  in v o lv e  th e  a r t i s t ' s  la c k  o f concern  abou t w hether th e  s p e c ta to r  un­
d e rs ta n d s  th e  complex o f a s s o c ia t io n s ,  f e e l in g s ,  and id e a s  th e  a r t i s t  
pou rs  in to  th e  work of a r t .  S ev e ra l c irc u m stan c es  seem to  in d ic a te  a
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b a s ic  detachm ent in  S te v e n s ' own n a tu re  and in  h i s  a t t i t u d e  toward h is  
p o e try ;  h is  u n w illin g n e ss  to  a s s o c ia te  h im se lf  w ith  a  p a r t i c u l a r  group , 
h is  a p p a re n tly  deep s a t i s f a c t i o n  in  h i s  b u s in e ss  c a r e e r ,  th e  f a c t  th a t  
d e s p i t e  f re q u e n t e x p re s s io n s  o f  h i s  d e s i r e  to  v i s i t  F rance he never made 
t h a t  jo u rn e y . (Perhaps he p r e f e r r e d  th e  pro longed  p le a s u re  of th e  s tim ­
u lu s  o f th e  d e s i r e  to  v i s i t  F ran ce  r a th e r  th a n  i t s  s a t i s f a c t i o n . )  He 
sp eak s  of th e  n e c e s s i ty  o f g e t t in g  l i f e  in to  p o e try , b u t he does tend  to  
av o id  th o se  s u b je c ts  th a t  Mauron c i t e s  a s  th r e a t s  to  a e s t h e t i c  d e ta c h ­
m ent: sex , p o l i t i c s ,  r e l i g i o n .  C e r ta in ly  many of h i s  poems have th a t
d e ta c h e d , co n te m p la tiv e  to n e , a s  we s h a l l  s e e , though a t  tim e s  th e  con­
te m p la tiv e  detachm ent g iv e s  way to  a moment of n e a r  e c s ta s y ,  b u t of a  
p o e t ic  k in d , a s  in  th e  chan t o f  "p o e s is , p o e s is "  in  "L arge Red Man Read­
in g ."
C e r ta in  l e t t e r s  comment d i r e c t l y  on de tachm ent. In  p a ra p h ra s in g  
poem V II o f "The Man w ith  th e  B lue G u ita r"  S tevens s a y s , " I  have a sen se  
o f i s o l a t i o n  in  th e  p resen ce  o f  th e  moon a s  in  th e  p re se n c e  o f  th e  sea  
i f  I  cou ld  e x p e rien ce  th e  same sen se  in  th e  p re sen ce  o f  th e  sun , my imag­
in a t io n  grows co ld  a t  th e  th o u g h t of such com plete d e tachm en t"  (LWS p . 
3 6 2 ). At t h i s  p o in t S tevens i s  a tte m p tin g  to  e x p la in  some of h is  sym bols; 
s in c e  th e  sun in  h is  poems i s  n e a r ly  alw ays a symbol o f  p h y s ic a l  r e a l i t y ,  
he seems to  be aware o f th e  danger o f becoming too  d e tach ed  in  h is  r e l a ­
t io n s h ip s  w ith  r e a l i t y .  In  a n o th e r  l e t t e r  he a s s o c ia te s  detachm ent w ith  
th e  id e a  o f th e  poem 's p u r i ty :  " I f  th e  p u r i ty  o f a  poem i s  a  q u e s tio n
n o t o f  th e  detachm ent of th e  poem b u t o f th e  detachm ent th a t  i t  p roduces 
in  th e  r e a d e r ,  i t  i s  obv ious t h a t  th e  r e p e t i t i o n  o f a  theme and th e  lo n g -  
draw n-ou t rhythm  th a t  r e s u l t s  from th e  r e p e t i t i o n  a r e  m ere ly  mechanisms"
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(LWS p . 390). S te v e n s ' ch o ice  o f words h e re  seems much l i k e  M acron 's , 
and th e  comment i t s e l f  su g g e s ts  t h a t  he has g iv en  some thought to  th e  
r o le  o f detachm ent in  p o e try .
Essays in  The N ecessary  Angel t r e a t  is s u e s  c e n t r a l  to  M acron 's 
book and a ls o  re v e a l  a s im i l a r i t y  in  th e  way each man approaches th e  
c o n s tru c t io n  of a e s th e t ic  th e o ry . In  " E f f e c ts  o f A nalogy," f o r  exam ple, 
S tevens employs th e  same s o r t  o f in d u c tiv e  and p sy c h o lo g ic a l approach  
th a t  we have seen in  Mauron. He b eg in s  by p re s e n tin g  two "supreme" ex­
am ples of analogy  in  l i t e r a t u r e ,  one drawn from E n g lish  (P i lg r im 's  P rog­
r e s s )  , one from French (a f a b le  o f La F o n ta in e )  and d is t in g u is h e s  th e  
d i f f e r e n c e  between th e  two: in  Bunyan "we a r e  r a th e r  l e s s  engaged by
th e  symbols th an  we a re  by what i s  sym bolized" w h ile  in  La F o n ta in e  "Our 
a t t e n t i o n  i s  on th e  symbol, w hich i s  in t e r e s t in g  in  i t s e l f "  (NA 109).
Next he d is t in g u is h e s  betw een th e  common meaning o f th e  term  in  lo g ic  
and th e  la rg e r  sen se  in  w hich he i s  u s in g  i t .  In  e s ta b l is h in g  t h i s  d i f ­
f e re n c e  he o u t l in e s  th e  scope o f h i s  in v e s t ig a t io n :  "We a r e  th in k in g  o f
i t  a s  l ik e n e s s ,  a s  resem blance betw een p a r a l l e l s  and y e t  p a r a l l e l s  th a t  
a re  p a r a l l e l s  o n ly  in  th e  im a g in a tio n , and we a r e  th in k in g  of i t  in  i t s  
r e l a t i o n  to  p o e try . F in a l ly  we a re  th in k in g  o f i t  from th e  p o in t o f view  
of th e  e f f e c t  i t  p roduces" (NA 110 ).
H is s t r a te g y  i s  th u s  much l i k e  th e  way Mauron e s ta b l i s h e s  th e  te rm s 
of h is  in v e s t ig a t io n  of th e  a e s th e t i c  e x p e rie n c e  and p u rsu es  th e  i n v e s t i ­
g a t io n  i t s e l f  in  view  of th e  e f f e c t s  th e  a e s th e t i c  a t t i t u d e  has on a r t i s t  
and s p e c ta to r .  Mauron, to o , o f te n  b eg in s  h i s  d is c u s s io n s  w ith  exam ples 
from one o f th e  a r t s  and u se s  them to  g e t  in to  h is  s u b je c t .  S te v e n s ' 
d is c u s s io n  p u rsues  h is  s u b je c t ,  n o t u n ex p ec ted ly  fo r  a  p o e t, in  te rm s o f
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an alo g y  in  l i t e r a t u r e  and more s p e c i f i c a l l y  in  te rm s o f th e  medium fo r  
an a lo g y  in  l i t e r a t u r e ,  th a t  i s ,  im ages. As he d ev e lo p s  th e  s u b je c t  he 
speaks p r im a r i ly  o f  em otional e f f e c t s ,  a s t r a te g y  s im i la r  to  M auron 's 
in v e s t ig a t io n  o f th e  psychology o f a e s th e t i c s .  He d is p la y s  too  some­
th in g  o f th e  same modesty o f pu rpose  th a t  we have seen  in  Mauron: "T h is
i s  n o t an anatomy o f m etaphor. Nor i s  i t  an a tte m p t to  do more th a n  to  
s in g le  o u t a  few of th e  e f f e c t s  o f an a lo g y "  (NA 117).
In  th e  p ro c e ss  of th e  in v e s t ig a t io n  he touches on c e r t a in  p o in ts  we 
have a lre a d y  no ted  in  co n n ec tio n  w ith  Mauron—th e  d e s t r u c t io n ,  f o r  exam­
p le ,  o f th e  n a tu r a l  o rd e r so a s  to  c r e a te  new o rg a n iz a tio n s  of r e a l i t y ,  
and th e  q u e s tio n  o f m arg in a l v e rs u s  c e n t r a l  p o e try :
One [  th e o ry  of th e  im a g in a tio n  ]  r e l a t e s  to  th e  im ag in a tio n  a s  a  
power w ith in  [ th e  p o e t ]  n o t so much to  d e s tro y  r e a l i t y  a t  w i l l  
a s  to  pu t i t  to  h is  own u s e s .  . . . T h is  o f te n  r e s u l t s  in  p o e try  
t h a t  i s  m a rg in a l, s u b lim in a l . . . . The second th e o ry  r e l a t e s  to  
th e  im ag in a tio n  a s  a power w ith in  him to  have such in s ig h t s  in to  
r e a l i t y  a s  w i l l  make i t  p o s s ib le  fo r  him to  be s u f f i c i e n t  a s  a 
p o e t in  th e  v e ry  c e n te r  o f c o n sc io u sn e ss . T h is  r e s u l t s ,  o r  should  
r e s u l t ,  in  a  c e n t r a l  p o e t ry ."  (NA 115)
"The F ig u re  o f th e  Youth a s  V i r i l e  P oet"  d is c u s s e s  th e  r e l a t io n s h ip s  
betw een p o e try  and p h ilo so p h y , b u t th e  in v e s t ig a t io n  le a d s  S tevens to  
c o n s id e r  v a r io u s  d e f in i t i o n s  o f p o e try . He n o te s  t h a t  though a  t o t a l l y  
s a t i s f a c to r y  d e f in i t i o n  o f p o e try  h as  n o t y e t  been e s ta b l i s h e d ,  "we a r e  
never a t  a lo s s  to  re c o g n iz e  p o e try "  (NA 4 4 ). We r e c a l l  t h a t  Mauron does 
no t seek  to  d e f in e  b eau ty  b u t m a in ta in s  t h a t  we a l l  e x p e rie n c e  p le a s u re s  
which we reco g n ize  to  be a e s th e t i c  re sp o n se s . Throughout th e  p ap er S te ­
vens speaks o f  p o e try  a s  a  p ro c e s s ; Mauron d is c u s s e s  th e  p s y c h o lo g ic a l 
p ro c e s se s  a t  work in  th e  a e s th e t i c  e x p e r ie n c e . The p o s i t io n  a t  w hich 
S tevens f i n a l l y  a r r iv e s  i s  s im ila r  to  p a r t s  o f  M auron' s d is c u s s io n  o f
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th e  n e c e s sa ry  co n n ec tio n  between th e  a r t i s t ' s  o rg a n iz a tio n s  and th e  o r ­
g a n iz a t io n  of th e  n a tu r a l  w orld . S tevens p re s e n ts  an  " im prov ised"  d e f i ­
n i t i o n  o f p o e t ic  t r u t h :  "an  agreem ent w ith  r e a l i t y ,  b ro u g h t abou t by
th e  im ag in a tio n  o f a  man d isp o sed  to  be s tro n g ly  in f lu e n c e d  by h i s  imag­
in a t io n ,  w hich he b e l ie v e s ,  fo r  a  tim e , to  be t r u e ,  ex p ressed  in  te rm s 
of h i s  em otions" (NA 5 4 ) .
In  "Three Academic P ie c e s"  S tevens t r e a t s  th e  same i s s u e s  th a t  Mau­
ro n  c a l l s  "system s of r e l a t i o n s . "  The e s s a y  b eg in s  w ith  a d is c u s s io n  of 
re sem b lan ces  and r e l a t i o n s  o r ,  more p r e c i s e ly ,  th e  resem blance betw een 
th in g s  in  n a tu re  th a t  c o n s t i tu te s  a r e l a t i o n  between them. S tev en s p ro ­
v id e s  an example o f d is c o v e r in g  r e l a t i o n s  in  a land scap e  scen e  o f t r e e s ,  
b each , sea  and sky: "There i s  enough g re e n  in  th e  sea  to  r e l a t e  i t  to  
th e  palm s. There i s  enough of th e  sky r e f l e c t e d  in  th e  w ater to  c r e a te  
a  resem b lan ce , in  some se n se , between them . The sand i s  y e llo w  betw een 
th e  g reen  and th e  b lu e "  (NA 7 1 ). We r e c a l l  M auron 's comments th a t  a 
la n d sc a p e  con tem pla ted  becomes forms and c o lo r s  and th a t  system s o f r e ­
l a t i o n s  th en  a p p e a r. Resem blance, S tevens goes on to  say , i s  a  s i g n i f i ­
c a n t component o f th e  s t r u c tu r e  of r e a l i t y  because i t  c r e a te s  r e l a t i o n s .  
He d i s t i n g u is h e s ,  though , between r e l a t i o n  in  n a tu re  and in  p o e try :
In  n a tu re ,  how ever, th e  r e l a t i o n  i s  betw een two o r more of th e  p a r t s  
o f r e a l i t y .  In  m etaphor (and t h i s  word i s  used a s  a symbol f o r  th e  
s in g le  a sp e c t o f p o e try  w ith  w hich we a re  now concerned— th a t  i s  
to  say , th e  c r e a t io n  o f resem blance by th e  im a g in a tio n , even 
though m etam orphosis m ight be a b e t t e r  w ord)— in  m etaphor, th e  
resem blance may b e , f i r s t ,  betw een two o r  more p a r t s  o f r e a l i t y ;  
second between som ething r e a l  and som ething imagined o r ,  what i s  
th e  same th in g ,  betw een som ething Im agined and som ething r e a l  a s ,  
fo r  exam ple, betw een music and w hatever may be evoked by i t ;  and, 
t h i r d ,  between two im agined th in g s  a s  when we say th a t  God i s  good, 
s in c e  th e  s ta te m e n t in v o lv es  a  resem blance between two c o n c e p ts , 
a concept o f God and a concep t o f  goodness. (NA 72)
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S te v e n s , l i k e  Mauron, a l s o  d is t in g u is h e s  betw een resem blance  and id e n ­
t i t y  and between resem blance  and im ita t io n .
S tevens expands th e  fu n c tio n  and r o le  o f resem b lan ce  beyond th e  way 
in  w hich Mauron d is c u s s e s  system s of r e l a t i o n s .  Mauron seems to  l i m i t  
t h i s  c a te g o ry  to  th a t  o f  fo rm al r e l a t i o n s ;  from S te v e n s ' p o in t  o f view  
resem b lan ce  i s  a ls o  th e  p r in c ip le  a t  work in  what Mauron would c a l l  " in ­
t e r n a l  e c h o e s ."  H is exam ples in c lu d e  what he c a l l s  p r iv a t e  re sem b lan ces— 
"som eth ing  in  a  lo c k e t ,  o n e 's  g r a n d f a th e r 's  h ig h  b e a v e r h a t ,  o n e 's  g rand­
m o th e r 's  hand-woven b la n k e ts " —b u t th ey  a l s o  in c lu d e  what Mauron would 
c a l l  a s s o c ia t io n s  o f th o u g h ts ,  f e e l in g s ,  i n s t i n c t s ,  e t c . :
One may f in d  in t im a t io n s  o f im m o rta lity  in  an  o b je c t  on th e  m a n te l­
p ie c e ;  and th e s e  in t im a t io n s  a re  a s  r e a l  i n  t h e  mind in  which th e y  
occur a s  th e  m a n te lp ie c e  i t s e l f .  Even i f  th e y  a r e  o n ly  a p a r t  of 
an  a d u l t  m a k e -b e lie v e , th e  whole p o in t i s  t h a t  th e  s t r u c tu r e  o f 
r e a l i t y  because  o f th e  ran g e  o f resem blances t h a t  i t  c o n ta in s  i s  
m easurab ly  an a d u l t  m a k e -b e liev e . P erhaps th e  whole f i e l d  o f con­
n o ta t io n  i s  based  on resem b lan ce . P erhaps resem blance  which seems 
to  be r e la te d  so c lo s e ly  to  th e  im a g in a tio n  i s  r e l a t e d  even more 
c lo s e ly  to  th e  i n t e l l i g e n c e ,  of w hich p e rc e p t io n s  o f resem blance 
a r e  e f f o r t l e s s  a c c e le r a t io n s .  (NA 75)
Mauron re g a rd s  th e  d is c o v e ry  o f r e l a t i o n s  a s  th e  p rim ary  a c t i v i t y  o f th e  
i n t e l l i g e n c e ;  S tevens d i s t i n g u i s h e s ,  how ever, betw een th e  a c t i v i t y  o f 
th e  eye in  d is c o v e r in g  r e l a t i o n s  and th a t  o f th e  mind in  c r e a t in g  them. 
The eye m ere ly  " s e e s ,"  b u t  th e  mind " b e g e ts ."
For S tev en s, th e  a c t i v i t y  o f b e g e t t in g  resem b lan ce  i s  a  r e s u l t  of 
th e  d e s i r e  fo r  resem b lance  and t h i s  p r in c ip le  th u s  becomes th e  m otive  
f o r  a r t :  "P o e try  i s  a  s a t i s f y in g  of th e  d e s i r e  f o r  re sem b lan ce . As th e
m ere s a t i s f y in g  o f a d e s i r e ,  i t  i s  p le a s u ra b le .  But p o e try  i f  i t  d id  
n o th in g  b u t s a t i s f y  a d e s i r e  would n o t r i s e  above th e  le v e l  of many l e s ­
s e r  th in g s .  I t s  s i n g u la r i t y  i s  th a t  in  th e  a c t  o f  s a t i s f y in g  th e  d e s i r e
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fo r  resem blance  i t  to u ch es  th e  sen se  o f r e a l i t y ,  i t  enhances th e  sense  
o f r e a l i t y ,  h e ig h te n s  i t ,  i n t e n s i f i e s  i t "  (NA 7 7 ) .
S tevens f u r th e r  n o te s  t h a t  th e  p r o l i f e r a t i o n  o f  resem blance ex ten d s  
an o b je c t  to  th e  p o in t th a t  i t  re a c h e s  th e  am b ig u ity  th a t  i s  a  fa v o ra b le  
c o n d i t io n  fo r  p o e try ; "The am b ig u ity  th a t  i s  so f a v o ra b le  to  th e  p o e t ic  
mind i s  p r e c i s e ly  th e  am b ig u ity  fa v o ra b le  to  re sem b lan ce . In  t h i s  am bi­
g u i ty ,  th e  i n t e n s i f i c a t i o n  o f r e a l i t y  by resem b lan ce  in c re a s e s  r e a l i z a ­
t io n  and t h i s  in c re a se d  r e a l i z a t i o n  i s  p le a s u ra b le "  (NA 7 9 ). The 
in c re a s e d  r e a l i z a t i o n  m ight even be in te n s e  enough to  "co n v e rt th e  r e a l  
w orld  . . . in to  an im agined w o rld . In  s h o r t ,  a sen se  o f r e a l i t y  keen  
enough to  be in  excess o f th e  norm al sense  o f r e a l i t y  c r e a te s  a  r e a l i t y  
o f i t s  own" (M  7 9 ).
Though M auron 's th e o r i e s  seem to  l i e  in  th e  background o f  S te v e n s ' 
comments in  t h i s  e s sa y , S tev en s goes y e t a  s te p  f u r th e r  th an  M auron. He 
c r e a te s  system s of r e l a t i o n s  among a s p e c ts  o f th e  p o e t ic  p ro c e s s  th a t  
M auron, in  h i s  d is c u s s io n  o f th e  a e s th e t i c  p ro c e s s ,  re g a rd s  a s  s e p a ra te  
com ponents o f th e  a e s th e t i c  e x p e r ie n c e . For S te v e n s , th e  a c t i v i t y  o f be­
g e t t in g  resem blances in c lu d e s  what Mauron d e s c r ib e s  a s  th e  p ro c e ss  o f 
" i n t e r n a l  echoes" a s  w e ll  a s  what Mauron c a l l s  th e  " fo rm al r e l a t i o n s "  
w ith in  a  work. Thus th e  a c t i v i t y ,  a s  S tevens s e e s  i t ,  i s  p le a s u ra b le  to  
b o th  th e  i n t e l l e c t  and th e  em otions; and f i n a l l y ,  th e  d e s i r e  f o r  resem ­
b la n c e  i s  th e  answ er, f o r  S te v e n s , to  t h a t  q u e s t io n  which Mauron posed 
a t  th e  beg inn ing  o f h is  work: "What does th e  need in  c e r t a in  men to  c r e ­
a t e  works o f  a r t  and th e  p le a s u re  o f co n tem p la tin g  them in  o th e r s  c o r r e s ­
pond to ? "  (Mauron p . 9 ) .
Though th e i r  v iew s on th e  c e n t r a l i t y  o f resem b lan ces  o r r e l a t i o n s
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may d i f f e r ,  S tevens and Mauron r e v e a l  many p o in ts  o f s i m i l a r i t y .  Both 
d ev o te  a g r e a t  d e a l  of d is c u s s io n  to  what g iv e s  p le a s u re s  In  th e  a e s th e ­
t i c  e x p e r ie n c e . Both d is t in g u is h  betw een th e  p le a s u re s  o f o rd in a ry  l i f e  
and th o se  o f a r t ,  even though th e y  see  many s i m i l a r i t i e s  In  th e  a c t i v i ­
t i e s  o f o rd in a ry  l i f e  and th o se  o f  a r t .  Both seek  to  fo rm u la te  a th e o ry  
w hich w i l l  acco u n t fo r  th e  em o tional a s  w e ll a s  th e  I n t e l l e c t u a l  s a t i s ­
f a c t io n s  o f  a r t .  Both approach th e  s u b je c t  by exam ining p sy c h o lo g ic a l 
p ro c e sse s  (though S tevens does n o t speak  of h i s  approach  In  t h i s  way) 
and bo th  p roceed  by  an In d u c tiv e , a lm o st ex p e rim en ta l m ethod, p re s e n t in g ,  
e x p lo r in g , t e s t i n g  hypo theses In  r e l a t i o n  to  human e x p e rie n c e  r a th e r  th a n  
expounding an a b s t r a c t  th e o ry . What I s  t r u e  o f S te v e n s ’ method and p r in ­
c ip le s  In  "Three Academic P ie c e s"  I s  t r u e  o f The N ecessary  Angel a s  a 
w hole.
In  c e r t a in  poems Included  In  P a r ts  of ^  World (1942) we f in d  e v i­
dence th a t  M auron 's d is c u s s io n  may have s tim u la te d  S te v e n s ' p o e t ic  imag­
in a t io n .  C e r ta in  poems, a s  we s h a l l  s e e , seem n e a r ly  d i r e c t  I l l u s t r a t i o n s  
of some o f M auron 's th e o r ie s .  For exam ple, Mauron s e e s  a  p a r a l l e l  In  th e  
way th e  a r t i s t  co n tem p la tes  th e  u n iv e rs e  and th e  way we sometimes pause 
In  o rd in a ry  l i f e  to  savor a p a r t i c u l a r  momentary e x p e r ie n c e . T hat pause  
to  en joy  th e  p le a s u re s  o f c o n tem p la tin g  th e  r e a l  seems much l i k e  th e  ex­
p e r ie n c e  behind th e  fo llo w in g  l i n e s :
I  lo v e  th e  m e ta l g ra p e s .
The r u s ty ,  b a t te r e d  shapes 
Of th e  p e a rs  and of th e  ch eese
42
And th e  w indow 's lemon l i g h t ,
The v e ry  w i l l  o f  th e  n e rv e s .
The c ra c k  a c ro s s  th e  pane.
The d i r t  a long  th e  s i l l .
(CP 211)
The l i n e s  c a l l  to  mind M auron 's d e s c r ip t io n  o f th e  a r t i s t  a s  th e  p e rp e t­
u a l  lo v e r  o f th e  r e a l ,  and th e  m etaphors d em o n stra te  th e  p ro c e s s  o f d i s ­
co v erin g  c o rre sp o n d en ce s . We r e c a l l  a l s o  M auron 's in s i s te n c e  th a t  i t  i s  
n o t n e c e ssa ry  to  ap p ly  v a lu e  judgm ents in  fo rm u la tin g  a e s t h e t i c  p r i n c i ­
p le s ,  and h i s  d e s c r ip t io n  o f th e  a m a te u r 's  r o l e ,  which i s  s im ply  to  c a ta ­
lo g  th o se  th in g s  w hich g iv e  a e s th e t i c  p le a s u r e .  In  t h i s  c o n te x t  th e  
poem 's t i t l e  seems p a r t i c u l a r l y  a p p ro p r ia te :  "A nything I s  B e a u t ifu l  I f
You Say I t  I s . "
O ther poems would seem to  be a  r e a c t io n  a g a in s t  M auron 's  th e o r i e s .  
Mauron s p e c u la te s  t h a t  e x p e r ie n c e s  and o b je c ts  from  th e  p a s t  a r e  p a r t i c u ­
l a r l y  w e ll s u i te d  to  a e s th e t i c  c o n te m p la tio n . S tevens e x p lo re s  th e  r e ­
la t io n s h ip s  betw een e x p e rie n c e s  and o b je c ts  o f th e  p re s e n t  and th e  p a s t  
in  "A rcades o f P h ila d e lp h ia  th e  P a s t , "  b u t S te v e n s ' a t t i t u d e  h e re  does 
n o t c o in c id e  w ith  t h a t  o f Mauron:
Only th e  r i c h  remember th e  p a s t .
The s t r a w b e r r ie s  once in  th e  A pennines,
P h ila d e lp h ia  t h a t  th e  s p id e rs  a t e .
To s e e .
To h e a r ,  to  to u c h , to  t a s t e ,  to  sm e ll ,  t h a t ' s  now.
T h a t 's  t h i s .
The s tr a w b e r r ie s  once in  th e  A pennines . . .
They seem a l i t t l e  p a in te d ,  now.
The m ountains a r e  s c ra tc h e d  and u se d , c l e a r  fa k e s .
(CP 225-226)
The p a s t  seems, f o r  S tev en s, to o  f a r  removed from p re s e n t  r e a l i t y .  
S t i l l  o th e r  poems seem to  be a  t e s t i n g  o f M auron 's th e o r i e s  by
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r e a l i z i n g  them in  p o e try . S te v e n s ' s t i l l - l i f e  poems d em o n stra te  what 
happens when he tu rn s  th e  pow ers o f th e  c o n te m p la tiv e  a t t i t u d e  on th e  
" n a tu r a l  o rd e r  of th in g s . "  "S tudy of Two P e a rs "  m ig h t be seen  a s  an  i l ­
l u s t r a t i o n  o f th e  s tu b b o rn  r e s i s t a n c e  t h a t  th e  n a t u r a l  o rd e r  p r e s e n ts  t o  
th e  c r e a t iv e  im a g in a tio n , a lm o s t a  d e n ia l  t h a t  th e  o b s e r v e r 's  mind can  
d e s tro y  r e a l i t y  in  o rd e r  to  c r e a te  a  new, r i c h e r  v i s io n  o f co rre sp o n d ­
e n c e s . The o b se rv e r  p e rc e iv e s  c l e a r ly  a l l  th e  ap p ea ran ce  o f th e  p e a r s — 
t h e i r  fo rm s, c o lo r s ,  d e t a i l s .  The mind goes on to  p e rc e iv e  d i f f e r e n c e s  
n o t im m ediate ly  a p p a re n t, f o r  exam ple, in  th e  s u b t le  c o lo r s  t h a t  make up 
th e  y e llo w :
The ye llow  g l i s t e n s .
I t  g l i s t e n s  w ith  v a r io u s  y e llo w s.
C it ro n s ,  o ranges and g reen s  
F low ering  over th e  s k in .
(CP 196-197)
At th e  b eg in n in g  o f th e  poem th e  p e a rs  " resem b le  n o th in g  e l s e "  and th e  
f i n a l  s ta te m e n t a s s e r t s  t h a t  "The p e a rs  a r e  n o t seen  /  As th e  o b se rv e r  
w i l l s . "  A s tu d y  of th e  r e a l i t y  o f th in g s?  An a s s e r t i o n  th a t  th e  contem ­
p la t in g  mind cannot compose th a t  new r e a l i t y ?  Not q u i t e ,  f o r  th e  poem 
r e v e r b e r a te s  w ith  iro n y . In  th e  f i r s t  p la c e ,  th e  poem 's t i t l e  s u g g e s ts  
a s t i l l - l i f e  p a in t in g ,  so t h a t  we see  n o t th e  th in g s  th em se lv es , b u t an  
a r t i s t ' s  p r e s e n ta t io n  of th e  th in g s .  W ith in  th e  poem s e c t io n s  I I  and I I I  
form  a  p a t te r n  of s ta te m e n t and a n t i t h e s i s ,  a  s u b t le  c o n t r a d ic t io n  o f  
what th e  poem m ight seem to  be say in g : "They a r e  y e llo w  form s" b u t "They
a r e  n o t f l a t  s u r fa c e s  /  Having curved o u t l i n e s . "  And o f c o u rse  th e  o v e r­
r id in g  iro n y  i s  th a t  th e  p o e t has  made u s  se e  th e  p e a rs  a s  he w i l l s ,  n o t 
a s  p e a r s ,  b u t a s  a p a i n t e r 's  r e p r e s e n ta t io n  of p e a r s  and m oreover, n o t  
a s  a  r e p r e s e n ta t io n  on a  f l a t  canvas b u t a s  b u lg in g  r e a l i t y  e sc a p in g  th e
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c o n f in e s  o f a r t i s t i c  im i ta t io n .
On th e  o th e r  hand "A D ish  of P eaches in  R u ss ia"  m ight be ta k en  a s
an i l l u s t r a t i o n  o f what happens when th e  c o n tem p la tiv e  mind fo cu ses  on
r e a l i t y ,  p e rc e iv e s  a l l  i t s  s e n su a l c o n c re te n e s s ,  and l e t s  th e  " in te r n a l
e c h o e s ,"  which th e  e x p e rie n c e  s t im u la te s ,  r i s e  to  th e  s u r fa c e :
W ith my whole body I  t a s t e  th e s e  p eac h es ,
I  touch  them and sm ell them . Who speaks?
I  abso rb  them a s  th e  Angevine
A bsorbs A njou. I  see  them a s  a  lo v e r  s e e s .
As a  young lo v e r  se e s  th e  f i r s t  buds o f  sp r in g  
And a s  th e  b la c k  S pan iard  p la y s  h i s  g u i t a r .
Who speaks? But i t  must be t h a t  I ,
That an im a l, t h a t  R u ss ian , t h a t  e x i l e ,  f o r  whom
The b e l l s  o f th e  ch ap e l p u l l u l a t e  sounds a t  
H e a rt. The p each es  a r e  la rg e  and round .
Ah! and r e d ;  and th e y  have peach  fu z z , ah!
They a re  f u l l  o f ju i c e  and th e  sk in  i s  s o f t .
They a re  f u l l  o f th e  c o lo r s  o f my v i l l a g e  
And of f a i r  w e a th e r , summer, dew, p eace .
The room i s  q u ie t  where th e y  a r e .
The windows a r e  open. The s u n l ig h t  f i l l s
The c u r t a in s .  Even th e  d r i f t i n g  o f  th e  c u r ta in s .
S l ig h t  a s  i t  i s ,  d is tu r b s  me. I  d id  n o t know
That such f e r o c i t i e s  could  t e a r
One s e l f  from  a n o th e r ,  a s  th e s e  p each es  do.
(CP 224)
We can  se e  th e  sen se  e x p e rie n c e  s t im u la t in g  th e  m e n ta l echoes, can  
see  th e  co rresp o n d en ces  and a n a lo g ie s  ta k e  sh ape . But a g a in  th e  q u e s tio n  
o f iro n y  a r i s e s ,  f o r  th e  poem seems to  have a  p la y fu l  to n e , e s ta b l is h e d  
by th e  e x tra v ag an ce  o f i t s  m en ta l a ra b e sq u e s  (he se e s  p each es  a s  a  lo v e r  
s e e s  sp rin g ?  a s  a Span iard  p la y s  h i s  g u i t a r ? ) ,  by th e  em phatic o v e r-
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s ta te m e n t o f th e  p e a c h e s ' p h y s ic a l  q u a l i t i e s  ( " la rg e  and ro und , /  Ah! 
and re d ; and th e y  have peach  fu z z , a h ! " ) ,  and in  th e  h yperbo le  o f  emo­
t io n  in  th e  f i n a l  l i n e s  ( th e  d is ta n c e  betw een th e  f e e l in g s  we n o rm ally  
a s s o c ia te  w ith  peaches and th e  " f e r o c i t i e s "  th e s e  peaches have g e n e r­
a te d )  .
In  "Someone P u ts  a  P in e a p p le  T o g e th e r ,"  th e  second o f "T hree Aca­
demic P ie c e s"  (NA 8 3 -8 9 ) , we see  a  more d i r e c t  tre a tm e n t o f t h i s  to p ic .  
As a  poem, b u t a s  a poem in c lu d ed  in  a l e c tu r e  t i t l e d  "T hree Academic 
P ie c e s ,"  i t  s ta n d s  midway between S tevens th e  t h e o r i s t  and S tevens th e  
p o e t . The poem b eg in s  by e s ta b l i s h in g  th e  co n te m p la tiv e  a t t i t u d e :
0 ju v e n te s ,  0 f i l i i ,  he co n tem p la tes  
A w holly  a r t i f i c i a l  n a tu re ,  in  which 
The p ro fu s io n  of m etaphor has been in c re a s e d .
(NA 83)
Here th e  o b je c t  to  be con tem p la ted  i s  n o t sim ply  p a r t  o f th e  n a t u r a l  o r ­
d e r  of th in g s  b u t o f "w ho lly  a r t i f i c i a l  n a tu re "  which a lre a d y  c o n ta in s  a 
"p ro fu s io n  of m etaphor"; y e t
He must say  n o th in g  o f th e  f r u i t  th a t  i s  
Not t r u e ,  nor th in k  i t ,  l e s s .  He m ust d e fy  
The m etaphor th a t  m urders m etaphor.
( m  84)
When th e  power o f th a t  co n tem p la tio n  i s  tu rn e d  on th e  p in e a p p le , and th e  
n a tu r a l  o rd e r of th in g s  i s  d e s tro y e d , a n a lo g ie s  occur a t  once:
1 . The hu t s ta n d s  by i t s e l f  b en ea th  th e  palm s.
2 . Out o f t h e i r  b o t t l e  th e  g reen  g e n i i  come.
3 . A v in e  has clim bed th e  o th e r  s id e  o f th e  w a ll .
4 . The sea  i s  sp o u tin g  upward o u t o f ro c k s .
5 . The symbol o f f e a s t s  and o f o b liv io n  . . .
6 . W hite sky , p in k  sun , t r e e s  on a  d i s t a n t  peak .
7 . These lo z en g es  a r e  n a ile d -u p  l a t t i c e s .
8 . The owl s i t s  humped. I t  h as  a  hundred ey es .
9. The coconut and c o c k e re l in  one.
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10. T h is  i s  how y e s te r d a y 's  vo lcano  lo o k s .
11. There i s  an  is la n d  Falahude by name—
12. An u n c iv i l  shape l i k e  a  g ig a n t ic  haw.
A p p o site s , to  th e  s l i g h t e s t  edge, o f th e  w hole 
U ndescribed com position  o f th e  su g a r-co n e ,
S h if t in g s  o f an  in c h o a te  c r y s t a l  ta b le a u .
The momentary fo o t in g s  o f a  clim b 
Up th e  p in e a p p le , a  t a b le  Alp and y e t  
An A lp , a  p u rp le  S ou thern  m ountain b isqued
W ith th e  m olten  m ix ings of r e la te d  th in g s ,
C a t 's  t a s t e  p o s s ib ly  o r p o s s ib ly  D anish l o r e .
The sm all lu x u r ia t io n s  t h a t  po rten d
U n iv e rsa l d e lu s io n s  o f  u n iv e r s a l  g ra n d e u rs .
The s l i g h t  in c ip ie n c ie s ,  o f which th e  form .
At l a s t ,  i s  th e  p in e a p p le  on th e  ta b le  o r  e l s e
An o b je c t th e  sum o f i t s  c o m p lic a tio n s , seen  
And unseen . T h is  i s  ev e ry b o d y 's  w orld .
Here th e  t o t a l  a r t i f i c e  r e v e a ls  i t s e l f
As th e  t o t a l  r e a l i t y .
(NA 86-87)
The comments th a t  fo llo w  th e  m etaphors, o r more p r e c i s e ly  th e  a n a lo g ie s  
th e  p o e t has c re a te d ,  make c le a r  S te v e n s ' a t t i t u d e  toward th e  r e a l i t y  
t h a t  th e  a r t i s t ' s  mind com poses. I t  i ^  new and s tra n g e  and r ic h e r  in  
u n fo re se e n  co rresp o n d en ce s . I t  has grown o u t o f  th e  " i n f i n i t e  complex­
i t y  o f th e  r e a l , " b u t i t  i s  more th an  t h a t ,  a s  th e  t i t l e  i t s e l f  im p lie s — 
n o t sim ply  a p in e a p p le , n o t sim ply a  s tudy  o f a p in e a p p le . Here th e  
p o e t 's  im ag in a tio n  p u ts  th e  p in e a p p le  to g e th e r ,  c r e a te s  i t ,  r e v e a ls  th a t  
th e  a r t i f i c e  i ^  th e  r e a l i t y .
Reading th e se  th r e e  poems in  th e  c o n te x t o f M auron's d is c u s s io n  r e ­
v e a l s  more th an  sim ply a n o th e r  tre a tm e n t o f S te v e n s ' im ag in â ti o n - r e a l i t y  
com plex. What we see  in  o p e ra t io n  h e re  i s  n o t  sim ply a  p o e t t e l l i n g  u s  
ab o u t th e  r e la t io n s h ip s  betw een im ag in a tio n  and r e a l i t y  b u t in  f a c t  show-
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Ing u s  th e  way th e  p o e t 's  mind o p e ra te s .  The p ro c e s s  a t  work in  th e  
th r e e  poems c l e a r ly  p a r a l l e l s  th e  w orkings o f  th e  p sy c h o lo g ic a l mechan­
ism s Mauron d e s c r ib e s .  "Someone P u ts  a  P in e a p p le  T o g e th e r ,"  w ith  i t s  
p r o l i f e r a t i o n  o f a n a lo g ie s ,  would seem, in  f a c t ,  to  d em o n stra te  th e  e f ­
f e c t  o f S te v e n s ' thought abou t a n a lo g ie s .
The p le a s u re s  o f o rg a n iz a tio n  ta k e  a  s l i g h t l y  d i f f e r e n t  tu r n  in  
"C onnoisseur o f C haos." S tevens b eg in s  h i s  tre a tm e n t o f o rd e r  and chaos 
in  th e  p la y fu l  tone  o f "A D ish o f Peaches i n  R u s s ia ,"  b u t th e  opening 
l i n e s  a ls o  make c le a r  t h a t  t h i s  poem i s  go ing  to  e x p lo re  th e  s u b je c t  in  
more p h i lo s o p h ic a l  d ep th ; th a t  i s ,  n o t sim ply  a s  a  m e d ita t io n  w hich ends 
in  th e  "m ental a rabesque" a f t e r  th e  n a t u r a l  o rd e r  h as  been d e s tro y e d  and 
th e  p o e t has d isco v e re d  (o r c r e a te d )  th e  new system s of r e l a t i o n s ,  b u t 
a s  an e x p lo ra t io n  of th e  r e l a t io n s h ip s  betw een o rd e r  and d is o rd e r  them­
se lv e s :
I
A. A v io l e n t  o rd e r  i s  d is o r d e r ;  and
B. A g r e a t  d is o rd e r  i s  an  o rd e r .  These
Two th in g s  a re  one. (Pages o f i l l u s t r a t i o n s . )
(CP 215)
These opening l i n e s  a re  a lm ost a  parody o f th e  way an  a e s th e t i c i a n  m ight 
p ro ceed , and th ey  p a r a l l e l  M auron 's p r a c t i c e  o f s t a t i n g  h i s  hy p o th eses  
and fo llo w in g  them, in  f a c t ,  w ith  pages o f  i l l u s t r a t i o n s .
The p la y fu l  approach  c o n tin u e s  in  s e c t io n  I I  in  i t s  s e r i e s  o f " i f -  
th e n "  c o n s tru c t io n s ,  which d i f f e r  from th e  u s u a l am bigu ity  o f S te v e n s ' 
h y p o th e tic a l  " i f - th e n "  in  th a t  each  h y p o th e t ic a l  " i f "  i s  fo llow ed  by a 
p a r e n th e t i c a l  s ta tem en t a f f irm in g  th e  t r u t h  o f th e  h y p o th e s is :
I f  a l l  th e  g reen  of sp r in g  was b lu e , and i t  i s ;
I f  th e  flo w ers  of South A f r ic a  were b r ig h t
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On th e  ta b le s  o f C o n n e c tic u t, and th e y  a r e ;
I f  Englishm en l iv e d  w ith o u t te a  in  Ceylon, and 
th e y  do;
And i f  i t  a l l  went on in  an  o rd e r ly  way.
And i t  does; a  law  o f in h e re n t o p p o s ite s .
Of e s s e n t i a l  u n i ty ,  i s  as  p le a s a n t  a s  p o r t .
As p le a s a n t  a s  th e  b ru s h -s tro k e s  o f  a bough.
An u p p e r, p a r t i c u l a r  bough in ,  say , M archand.
(ÇP 215)
S tevens a t  t h i s  p o in t seems to  be hav ing  a  g r e a t  d e a l o f fun  in  g a th e r ­
ing  h i s  "pages o f i l l u s t r a t i o n s , "  and h i s  c o n c lu s io n  ab o u t th e  p le a s u re s  
of d is c o v e r in g  th e  r e l a t i o n s  betw een chaos and o rd e r  i s  p re se n te d  l i g h t l y  
r a th e r  th an  p o n t i f i c a l l y — "as  p le a s a n t  a s  p o r t  /  As p le a s a n t  a s  th e  b ru sh  
s tro k e s  o f a  bough"—b u t th e  d isc o v e ry  o f a  "law  o f in h e re n t  o p p o s ite s  /  
Of e s s e n t i a l  u n i ty "  i s ,  a f t e r  a l l ,  a  s e r io u s  m a tte r .
In  s e c t io n  I I I  he b eg in s  to  move away from th e  w him sical to n e  of 
th e  f i r s t  two s e c t io n s  a s  system s o f r e l a t i o n s  b eg in  to  ta k e  shape:
And y e t r e l a t i o n  a p p e a rs ,
A sm all r e l a t i o n  expanding l i k e  th e  shade
Of a  cloud  on sand , a  shape on th e  s id e  o f a h i l l .
(CP 215)
M om entarily  in  s e c t io n  IV i t  seems th a t  th e  r e s u l t s  o f th e  co n tem p la tio n
have been d is a p p o in tin g :
A. W ell, an  o ld  o rd e r  i s  a v io l e n t  one.
T h is  p roves n o th in g . J u s t  one more t r u t h ,  one more 
Element in  th e  immense d is o rd e r  o f t r u t h s .
(ÇP 216)
But a  new p o s s i b i l i t y  has in  f a c t  a r i s e n  from th e  m e d ita t io n :
But suppose th e  d is o rd e r  o f t r u t h s  should  ever come 
To an o rd e r ,  most P la n ta g e n e t ,  m ost f ix e d  . . .
A g re a t  d is o rd e r  i s  an o rd e r .  Now, A
And B a r e  n o t l i k e  s ta tu a r y  posed
For a v i s t a  in  th e  Louvre. They a r e  th in g s  ch a lk ed
On th e  sidew alk  so th a t  th e  p e n s iv e  man may se e .
(CP 216)
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What h as  happened, th e n , in  th e  co u rse  o f th e  m e d ita t io n  i s  th a t  th e  hy­
p o th e s i s  has now become a d is c o v e ry , a  d isc o v e ry  f ra u g h t w ith  im p lic a ­
t i o n s  f o r  th e  p en s iv e  man, th e  c o n tem p la tiv e  man. In  th e  co u rse  o f th e  
poem th e  p o e t 's  mind has con tem p la ted  b o th  o rd e r  and ch ao s , and a s  th e  
new system s of r e l a t i o n s  emerge th ey  re v e a l  a  more s ig n i f i c a n t  r e l a t i o n ,  
t h a t  betw een o rd e r  and chaos th em se lv es , n o t a  r e l a t i o n  posed and f ix e d  
(" n o t l i k e  s ta tu a r y " )  b u t one posed , in  th e  sen se  o f  " p o s i te d ,"  so th a t  
th e  p e n s iv e  man may u se  i t  a s  a sp rin g b o ard  f o r  f u r th e r  co n te m p la tio n .
The poem 's f i n a l  s e c t io n  th e n  p ro v id es  an  i l l u s t r a t i o n  of what happens 
when th e  co n te m p la tiv e  man goes on from th e  p o in t  th e  poem has re a c h e d ; 
new o rg a n iz a tio n s  o f  r e a l i t y  o u ts id e  th e  s e l f  o ccu r:
The p en s iv e  man . . .  He sees  th a t  e a g le  f l o a t
For w hich th e  i n t r i c a t e  A lps a re  a  s in g le  n e s t .
(CP 216)
I t  seems to  me th a t  th e  f i n a l  image i s  one t h a t  i s  meant to  be f e l t ;  
i t  i s  th e  p o e t ic  a rab e sq u e  o f which Mauron sp e a k s . Y et i t  a lso  y ie ld s  
i t s e l f  to  a n a ly s is  in  te rm s  o f th e  poem 's them es and , when a n a ly z e d , 
y ie ld s  a v is io n  o f o rd e r in g  chaos (an  enormous v i s t a  o f lan d scap e  i s  
composed in to  a s im ple  sh a p e , by means of th e  m etaphor) which i s  b o th  
f ix e d ,  m om entarily , and y e t  odd ly  f l u i d —th e  e a g le  does n o t s e t t l e  b u t 
f l o a t s .  The image th u s  p la c e s  th e  d isc o v e ry  in  a  c o n tin u in g  p r e s e n t .
S te v e n s ' u se  of th e  l e t t e r s  "A" and "B" in  th e  poem a ls o  h e lp s  us 
see  what Mauron means by th e  jo u rn ey  betw een two p o in t s  in  th e  p re s e n t  
o r ,  in  a r t ,  betw een two p o in t s  in  th e  work. In  a d d i t io n ,  th e  p la y fu l  
to n e  o f th e  poem has h e lp ed  to  m a in ta in  t h a t  a e s t h e t i c  detachm ent which 
Mauron i n s i s t s  i s  th e  n e c e ss a ry  c o r o l la r y  to  th e  c o n tem p la tiv e  a t t i t u d e .  
M oreover, th e  t i t l e  has e s ta b l is h e d  th a t  t h i s  i s  a  s i t u a t io n  we a r e  to
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sav o r and en joy  a s  c o n n o is s e u rs , and of c o u rse  th e  w i t ty  s t r u c tu r e  of 
th e  poem has c o n tr ib u te d  to  th a t  enjoym ent. As co n n o isse u rs  o f chaos 
a r t i s t  and s p e c ta to r s  have enjoyed  th e  d is c o v e ry  o f new r e l a t i o n s .  We 
have en joyed th e  p le a s u re s  o f in d iv id u a l i ty  ( th e  b ru sh  s t ro k e s  on th a t  
"u p p e r, p a r t i c u l a r  bough in ,  say , M archand"). The in t ro d u c t io n  o f th e  
e x o t ic  (South  A f r ic a ,  C eylon , Marchand) h as  ap p ea led  to  our t a s t e  fo r  
n o v e l ty ,  w h ile  th e  p a i r in g  o f th e  e x o t ic  w ith  th e  f a m i l i a r  ( th e  f lo w e rs  
on th e  ta b le s  in  C o n n e c tic u t)  has  ap p ea led  to  our need f o r  re sem b lan ces . 
Thus th ro u g h  im agery, se n te n c e  p a t t e r n s ,  and o v e r - a l l  s t r u c t u r e ,  we have 
p e rc e iv e d  d i f f e r e n c e s  in  r e l a t i o n  to  a n a lo g ie s .  We have seen  th e  u s u a l 
o rg a n iz a t io n  o f r e a l i t y  tran sfo rm ed  in to  a  new o rg a n iz a tio n  th rough  th e  
tra n s fo rm a tio n  of la n d sc a p e  in to  a resem blance by means o f a  m etaphor 
w hich l in k s  b o th  te n o r  and v e h ic le  in  th e  e a g le  im age. We have been r e ­
warded w ith  th e  p le a s u re  o f d is c o v e r in g , in  th e  i n f i n i t e  com plex ity  o f 
th e  r e a l  ( th e  i n t r i c a t e  A lp s ) , a  " r e a l i t y  r i c h e r  in  u n fo re se e n  c o r r e s ­
pondences th a n  th e  o rd in a ry  w o rld ."  M auron 's  a n a ly s i s  o f a e s th e t i c  r e ­
sponse cou ld  e a s i l y  s e rv e  a s  a  g lo s s  to  th e  poem.
"Chaos in  M otion and Not in  M otion ,"  a l a t e r  poem, a d d re s s e s  i t s e l f  
to  th e  consequences o f  chaos w ith o u t th e  d is c o v e ry  o f o rd e r .  Event f o l ­
low s even t n o t a s  sequence b u t r a th e r  in  an  unconnected  s e r i e s :
The r a i n  i s  p o u rin g  down. I t  i s  J u ly .
There i s  l ig h tn in g  and th e  th ic k e s t  th u n d e r .
I t  i s  a  s p e c ta c le .  Scene 10 becomes 11,
In  S e r ie s  X, A ct IV, e t  c e t e r a .
P eople f a l l  ou t o f windows, t r e e s  tum ble down.
Summer i s  changed to  w in te r ,  th e  young grow o ld .
The a i r  i s  f u l l  o f  c h i ld r e n ,  s t a t u e s ,  ro o f s
And snow. The th e a t r e  i s  sp in n in g  round ,
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C o llid in g  w ith  deaf-m ute  ch u rches and o p t i c a l  t r a i n s .
The most m assiv e  sopranos a r e  s in g in g  songs o f s c a le s .
(CP 357)
What we have in  t h i s  sequence o f im p ressio n s  i s  a scene  o f a lm o st e l e ­
m en tal chaos and d i s s o lu t io n .  Even th in g s  th a t  fo llo w  one a n o th e r  in  an  
o rd e r ly  sequence (w in te r  and summer, o ld  age and you th) a r e  p re se n te d  so 
a s  to  produce an  e f f e c t  of d i s in t e g r a t i o n  r a th e r  th a n  o rd e r .  The so­
p ra n o s ’ songs a r e  m ere ly  s c a le s ,  n o t a  melody composed. The scene r e ­
m ains a scen e , a  s p e c ta c le ,  som ething looked a t  b u t n o t composed. I t  i s  
indeed a  s i t u a t io n  in  w hich e v e ry th in g  changes a t  once—what Mauron c a l l s  
th e  mark of c h ao s . The r e s u l t ,  a t  l e a s t  fo r  th e  " tu rb u le n t  sch lem ih l"  
of th e  poem, Ludwig R ic h te r ,  i s  a  lo s s  of th e  "whole in  w hich he was 
c o n ta in e d ,"  a s i t u a t io n  o f " d e s i r e  w ith o u t an o b je c t  o f d e s i r e , "  a  t e r ­
r i b l e  m ix tu re  o f  "mind and v io le n c e  and n o th in g  f e l t "  and th e  knowledge 
th a t  "he has n o th in g  more to  th in k  a b o u t."  In  th e  fa c e  o f such t o t a l  
d is s o lu t io n  i t  would seem th a t  th e  powers even of th e  c o n tem p la tiv e  mind 
a r e  n e g a te d . But th e  poem does c o n ta in  i t s  p o in ts  o f resem b lan ce . The 
i n t e r n a l  s t a t e  o f Ludwig R ic h te r  i s  an analog  of th e  e x te rn a l  ch ao s, and 
th e  p o e t ’ s mind has p laced  th e s e  a n a lo g ie s  s id e  by s id e  fo r  u s  to  d i s ­
cover and has in  f a c t  lin k e d  them by th e  f i n a l  s im i le ,  " l i k e  th e  wind 
th a t  la s h e s  e v e ry th in g  a t  o n c e ."  The chaos i s  in  m otion in  th e  v io le n c e  
w ith in  th e  poem, y e t i t  i s  n o t in  m otion because  th e  p o e t h as  f ix e d  i t  
f o r  u s  to  co n tem p la te .
"Add T h is  to  R h e to ric "  im p lie s  th a t  th e  a r t i s t  does more th an  sim ply  
d isc o v e r  fo rm al r e l a t i o n s :
In  th e  way you speak 
You a r ra n g e , th e  th in g  i s  posed .
What in  n a tu re  m ere ly  grow s.
(CP 198)
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What th e  a r t i s t  adds may be on ly  tem porary—
To-morrow when th e  sun 
For a l l  your Im ages,
Comes up a s  th e  sun , b u l l  f i r e .
Your images w i l l  have l e f t  
No shadow of th em se lv es .
(CP 198)
What i s  i t  th en  th a t  we a r e  to  add to  r h e to r ic ?  We a r e  to  add th e  
s tr e n g th  o f th a t  b u l l  f i r e  sun, th e  fo rc e  o f th e  r e a l ,  in  o rd e r  to  add 
l i f e  to  what would o th e rw ise  be m ere ly  i n t e l l e c t u a l ,  o r  an  a r t i f i c i a l  
f ig u r e .  We a r e  to  add what comes from our sen se  o f r e a l i t y  b ecau se  " th e  
sense  c r e a te s  th e  p o se" ; th e  sen se  i s  " th e  f ig u r e  and n o t /  An evad ing  
m e tap h o r."
Y et once a g a in  iro n y  u n d e rc u ts  th e  poem 's seeming im p l ic a t io n  th a t  
th e  a r t i s t  adds n o th in g  l a s t i n g  to  what he d is c o v e rs  in  r e a l i t y ,  because  
th e  p o e t h as  added a f ig u r e  in  o rd e r  to  make h is  image o f r e a l i t y  more 
r e a l :  even w h ile  th e  sun i s  supposed ly  coming up j u s t  a s  i t s e l f ,  th e
p o e t adds a m etaphor. M oreover, th e r e  i s  an  i r o n ic  am b igu ity  i n  th e  
p h rase  "T h is  i s  th e  f ig u r e " ;  th e  a n te c e d e n ts  of th e  pronouns " i t "  and
" th i s "  in c lu d e  th e  f ig u r e  o f th e  poem i t s e l f ,  hence th e  m etaphor th a t  i s
th e  poem a s  a  whole i s  n o t an "evad ing" m etaphor b u t one w hich adds some­
th in g  to  b a re  r e a l i t y .
T here i s  an  am bigu ity  too  in  th e  way S tevens u se s  th e  word " s e n s e ,"  
a s  a l a t e r  poem, "Bouquet o f Roses in  S u n lig h t ,"  makes c l e a r .  The p o e t 
c o n s id e rs  r e a l i t y ' s  r e s i s ta n c e  to  th e  p o e t 's  composing pow ers; i t  may 
seem th a t  r e a l  th in g s  a re
Too much a s  th ey  a re  to  be changed by m etaphor.
Too a c tu a l ,  th in g s  th a t  in  being  r e a l
Make any im ag in ings o f them seem l e s s e r  th in g s .
(CP 430)
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But such a  view  i s  p re se n te d  a s  h y p o th e s is  r a th e r  th a n  co n c lu s io n  ( th e  
poem b eg in s  "Say th a t  . . ." )  and th e  p o e t q u ic k ly  q u a l i f i e s  and c o r ­
r e c t s  th a t  view ;
And y e t  t h i s  e f f e c t  i s  a  consequence o f  th e  way
We f e e l  and, th e r e f o r e ,  i s  n o t  r e a l ,  ex cep t
In  our sen se  o f i t  . . .
(ÇP 430)
I t  may be th a t  our sense  of th in g s  c r e a te s  th e  p o se , t h a t  what we add i s  
n o t r h e to r i c  b u t our f e e l in g s  and im p re s s io n s , w hich in  tu rn  c o n s t i tu te  
p a r t  o f r e a l i t y .
What l i n k s  th e s e  l a s t  two poems to  th o se  d is c u s se d  p re v io u s ly  seems 
to  be an  a tte m p t to  come to  g r ip s  w ith  th e  r o l e  f e e l in g  p la y s  in  th e  con­
te m p la tio n  o f th e  n a tu r a l  o rd e r .  M auron, a s  we have n o te d , f e e l s  th a t  
to  c o n c e n tra te  too  much on system s o f r e l a t i o n s  le a d s  to  an  o v e r ly  i n t e l ­
l e c tu a l  v iew  of a r t  and th u s  to  a  v iew  o f a e s th e t i c  em otion a s  a p u re ly
i n t e l l e c t u a l  p le a s u re .  He i n s i s t s  r a th e r  on a  d e l i c a t e  e q u ilib r iu m  b e­
tween th o u g h t and f e e l in g ,  betw een th e  a r t i s t ' s  d e tach ed  co n tem p la tio n  
o f r e a l i t y  and h is  " in te r n a l  ech o e s"—th e  f e e l in g s ,  i n s t i n c t s ,  and d e ­
s i r e s  w ith in  th e  a r t i s t  s t im u la te d  by th e  p ro c e s s  o f c o n tem p la tio n . I t  
seems t h a t  S tevens to o , in  composing h i s  p o e t ic  u n iv e rs e ,  b e l ie v e s  in  
th e  n e c e s s i ty  o f adding  f e e l in g  to  th e  n a tu r a l  o rd e r  of th in g s  and to  
th e  a r t i s t ' s  co m p o sitio n s . The a r t i s t  co n te m p la te s  th e  n a tu r a l  o rd e r  
and d e s tro y s  i t  in  o rd e r  to  c r e a te  a new o rd e r  composed of b o th  i n t e l l e c t  
and f e e l in g s ,  o f a n a lo g ie s  b o th  seen  and f e l t ,  o r  resem blances c re a te d  
by th e  a r t i s t ,  whose r o le  i s  " to  a d d ."
Thus in  "Poem W ritte n  a t  M orning" we a r e  to ld  on th e  one hand th a t
By m etaphor you p a in t  
A th in g .  Thus, th e  p in e a p p le  was a l e a th e r  f r u i t ,
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A f r u i t  f o r  p ew ter, th o rn ed  and palmed and b lu e ,
To be served  by men o f i c e .
The s e n se s  p a in t  
By m etaphor. The ju i c e  was f r a g r a n t e r  
Than w e tte s t  cinnam on.
(CP 219)
Yet "The t r u t h  must be /  That you do n o t s e e , you e x p e r ie n c e , you f e e l "
(CP 21 9 ). Simply to  compose i s  n o t enough, a s  we see  in  "The Poems of
Our C lim a te" :
C le a r  w ater in  a  b r i l l i a n t  bow l.
P in k  and w hite  c a r n a t io n s .  The l i g h t  
In  th e  room more l i k e  a snowy a i r .
R e f le c tin g  snow. A n e w ly - fa l le n  snow 
At th e  end of w in te r  when a f te rn o o n s  r e tu r n .
P in k  and w hite  c a r n a t io n s —one d e s i r e s  
So much more th an  t h a t .  The day i t s e l f
I s  s im p l if ie d :  a  bowl o f  w h ite .
C old , a  co ld  p o rc e la in ,  low and round .
W ith n o th in g  more th an  th e  c a r n a t io n s  th e r e .
(CP 193)
The a r t i s t  may red u ce  th e  co m p lex ity  o f th e  r e a l  to  a  s im p le  a r ­
rangem ent, b u t "one d e s i r e s  /  So much more th an  t h a t . "  Even i f  th e
s im p l i f ic a t io n  s tr ip p e d  u s  o f a l l  our to rm e n ts , f re e d  u s  from th e  " e v i l ly
compounded, v i t a l  I , "  "one would need m o re ."  The " n e v e r - r e s t in g  mind" 
would n o t long  be s a t i s f i e d  w ith  th e  v i s io n  o f  o rd e r ,  b u t would want to  
r e tu r n  to  th e  tu rb u le n t  chaos o f r e a l i t y —we m ight r e c a l l  a t  t h i s  p o in t 
th a t  Mauron acknow ledges ou r d i s t a s t e  f o r  th e  schem atic  and ou r lo v e  fo r  
th e  i n f i n i t e  com plex ity  o f r e a l i t y .  The " n e v e r - r e s t in g  mind" lo n g s  too 
fo r  a r e a l i t y  which in c lu d e s  ou r f e e l in g s  and our need to  come to  term s 
w ith  th e  c e n t r a l  co n ce rn s  o f th e  human s o u l.  In  "Men Made Out o f Words" 
S tev en s i n s i s t s  on th e  im portance o f p r e c i s e ly  th o se  th in g s  t h a t  Mauron 
say s  a re  in im ic a l to  c o n te m p la tiv e  a r t  because  th e y  a ro u se  such  s tro n g  
f e e l in g s .  S tevens a s k s ,  "What shou ld  we be w ith o u t th e  se x u a l m yth, /
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The human re v e ry  o r poem o f d ea th ?"  and p ro v id e s  th e  answ er: " C a s tra te s
o f moon-mash—L ife  c o n s i s t s  /  Of p ro p o s it io n s  abou t l i f e "  (CP 355 ).
We have a lre a d y  n o ted  th a t  M auron's d is c u s s io n  o f  " e x p re s s iv e "  a r t  
le ad s  him in to  th e  u n co m fo rtab le  p o s i t io n  th a t  e x p re s s iv e  a r t  m ust, w ith  
r a r e  e x c e p tio n s , a d d re s s  i t s e l f  to  th e  edges r a th e r  th a n  th e  c e n te r  of 
the  human s o u l.  When he i s  w i l l in g  to  sum up th e  r e s u l t s  o f h i s  in q u iry  
in  th e  s ta te m e n t t h a t  a r t  seeks everyw here th e  p s y c h o lo g ic a l c o n d itio n s  
b e s t s u i te d  to  th e  grow th o f p le a su re s  which may rem ain  c o n te m p la tiv e , 
i t  seems to  me th a t  he r e v e a ls  h is  w il l in g n e s s  to  le a v e  a r t  a t  th e  edges 
r a th e r  th a n  a t  th e  c e n te r .  Such a v iew p o in t i s  n o t one th a t  S te v e n s ' 
m ature p o e try  e sp o u ses .
C e r ta in  poems in d ic a te  th a t  S tevens f i n a l l y  found some o f M auron's 
th e o r ie s  to o  l im ite d  and too  l im i t in g  f o r  th e  k ind  o f t o t a l  p o e t ic  a c t i v ­
i t y  he sough t d u rin g  th e s e  y e a rs .  (E x ac tly  what he means by p o e s is  and 
how i t  i s  ach iev ed  belong  more p ro p e r ly  to  th e  co n ce rn s  o f a  l a t e r  chap­
t e r . )  I t  becomes in c re a s in g ly  ap p a re n t t h a t  even though M auron 's th e o ­
r i e s  form th e  b a s is  f o r  a number of poems, S te v e n s ' am b itio n s  fo r  p o e try  
as  th e  "suprem e f i c t i o n "  ta k e  him beyond th e  l i m i t s  Mauron had s e t .  For 
exam ple, in  many of th e  l a t e  poems, S tevens i s  l e s s  th e  co n te m p la tiv e  
than  th e  m e d ita t iv e  a r t i s t .  "C ontem platiori' and " m e d i ta t io n ,"  though 
s im i la r ,  a r e  n o t p r e c i s e ly  synonymous, even in  o rd in a ry  u sa g e , s in c e  
"co n tem p la tio n "  means th e  a c t  o f look ing  a t  o r  th in k in g  abou t som ething 
in t e n t l y ,  w h ile  " m e d ita tio n "  d en o tes  n o t o n ly  th e  a c t  o f deep and c o n tin ­
uous th in k in g  b u t c a r r i e s  th e  a d d i t io n a l  meaning o f a  solemn r e f l e c t i o n  
on sac red  m a tte r s  a s  a  d e v o tio n a l a c t .  "The World a s  M e d ita tio n "  re v e a ls  
th e  d i f f e r e n c e .  The poem 's ep ig rap h  e s ta b l i s h e s  m e d ita t io n  a s  th e
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e s s e n t i a l  e x e rc is e  of th e  composer;
J ' a i  p asse  t ro p  de temps à 
t r a v a i l l e r  mon v io lo n , a voy­
a g e r . M ais l ’ e x e rc ic e  E s s e n t i e l  
du co m p o siteu r—la  m é d ita tio n  
— r ie n  ne l ' a  jam ais  suspendu 
en moi . . . v i s  un rêv e  
perm anent. q u i ne s 'a r r ê t e  n i  
n u i t  n i  j o u r .
G eorges Enesco 
(ÇP 520)
The poem i s  c e r t a in l y  more th an  a  d e tached  co n tem p la tio n  o f th e  
" n a tu r a l  o rd e r  o f th in g s "  u n le s s  in  so profound a sen se  a s  to  tra n s fo rm  
what we would o r d in a r i ly  mean by such an e x p re s s io n . The to u c h s to n e s  
from Mauron a r e  p re s e n t  in  th e  poem, b u t th e  poem d e f ie s  t h i s  s o r t  of 
a n a ly s i s .  We c o u ld , fo r  exam ple, w ith o u t perhaps undue w rench ing , view  
th e  poem a s  sp r in g in g  from th e  p o e t 's  co n tem p la tio n  o f a  s u n r is e ,  com­
p le t e  w ith  th e  p o e t 's  i n t e r n a l  echoes ex p ressed  in  a sym bolic lan g u ag e . 
The co rresp o n d en ces  a r e  n o t h idden in  too  dense a tw i l ig h t  to  be d i s ­
covered ; we can  l i n e  them up: th e  sun i s  U lysses  and th e  su n -U ly sses
f ig u r e  i s  a symbol fo r  r e a l i t y ;  Penelope i s  th e  p o e t o r ,  more p r e c i s e ly ,  
a symbol fo r  th e  p o e t 's  im a g in a tio n . She i s  a  com poser and i s  engaged 
in  a  m e d ita t io n . The un ion  of U lysses and Penelope would be " th e  f i n a l  
fo r tu n e  of t h e i r  d e s i r e , "  b u t s in c e  U ly sses  never a r r i v e s  in  th e  poem, 
she i s  in  f a c t  suspended a t  th e  moment o f s tim u lu s  w hich Mauron c la im s  
g iv e s  more p le a s u re  th an  th e  s a t i s f a c t i o n  o f d e s i r e .  In d eed , i t  i s  p r e ­
c i s e ly  th e  f a c t  th a t  U ly sse s  does n o t a c tu a l ly  appear in  th e  poem th a t  
keeps th e  m e d ita t io n  f ix e d  in  th e  p re s e n t .  But such  an approach  to  t h i s  
poem p ro v es nowhere n ea r a s  f r u i t f u l  a s  i t  d o es , s a y , in  th e  c a s e  of 
"C onno isseu r o f C haos." The poem so f a r  tra n sc e n d s  what we have come to
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u n d ers tan d  a s  M auron 's view  of co n tem p la tio n  th a t  im posing th a t  k in d  of 
a n a ly t ic  p ro c e ss  on i t  r e s u l t s  on ly  in  an absu rd  r e d u c t iv i t y .  In  "The 
World a s  M ed ita tio n "  S tevens a c h ie v e s  th e  k ind  o f p o e s is  of w hich he 
ch an ts  in  "Large Red Man R ead ing ."
" S o l i t a i r e  under th e  Oaks" p ro v id e s  a  more d i r e c t  s ta te m e n t o f S te ­
v e n s ' view  of m e d ita t io n  a s  an a c t i v i t y  of t o t a l  c o n sc io u sn e ss , o r  r a th e r  
a s  som ething more even th a n  t o t a l  c o n sc io u sn e ss , a s  a k in d  o f p u re  con­
tin u o u s  p o e t ic  a c t i v i t y :
T h is  i s  an  escape
To p r in c ip iu m , to  m e d ita t io n .
One knows a t  l a s t  what to  th in k  about
And th in k s  abou t i t  w ith o u t c o n sc io u sn e ss .
Under th e  oak t r e e s ,  com ple te ly  r e le a s e d .
(OP 111)
F in a l ly ,  th r e e  m ajor poems w r i t t e n  in  th e  decade o f th e  1 9 4 0 's  w i l l  
i l l u s t r a t e  som ething o f M auron 's c o n tin u in g  c o n t r ib u t io n  to  S te v e n s ' po­
e t i c  and th e  l i m i t s  of t h a t  c o n t r ib u t io n .  As a  poem, "N otes tow ard a 
Supreme F ic t io n "  tra n sc e n d s  th e  l i m i t s  o f M auron 's th e o r iz in g ;  a s  a 
s ta tem en t o f a p o e t ic ,  i t  d em o n stra te s  th e  s i m i l a r i t i e s ,  a t  l e a s t  in  
p a r t ,  between S te v e n s ' p o e t ic  and M auron 's a e s th e t i c .  Mauron, a s  we 
have n o te d , in te n d s  n e i th e r  a f i n a l  d e f in i t i o n  o f beau ty  nor a d e f in i t i v e  
s ta tem en t re g a rd in g  th e  p ro c e ss  o f th e  a e s th e t ic  e x p e r ie n c e . S tevens 
w r ite s  n o t a f i n a l  d e f in i t i o n  o f th e  supreme f i c t i o n ,  b u t n o te s  tow ard 
i t ;  a s  he says o f th e  poem, " in  p r o je c t in g  a supreme f i c t i o n ,  I  canno t 
im agine an y th in g  more f a t a l  th an  to  s t a t e  i t  d e f i n i t e l y  and in c a u t io u s ly  
(LWS p . 863).
The s e c t io n  t i t l e s  touch  on is s u e s  r a is e d  in  M auron 's book. S tevens
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says of th e  supreme f i c t i o n  th a t  " I t  Must Be A b s t r a c t ."  Mauron a c c e p ts  
F r y 's  fo rm ula f o r  b eau ty , a t  l e a s t  in  p a r t ,  and n o te s  t h a t  i t  i s  "ab ­
s t r a c t  becau se  i t  aim s a t  th e  u tm ost g e n e ra l iz a t io n "  (p . 1 9 ) . S tevens 
w ants h is  fo rm ula  to  be a b s t r a c t  fo r  p r e c i s e ly  th e  same re a so n : th e
supreme f i c t i o n  m ust be th e  c e n t r a l  e ssen ce  of th e  p ro c e s s  o f p o e s i s , 
n o t a p a r t i c u l a r  s e t  o f r u le s  o r  d e f in i t i o n s .  M auron 's fo rm ula  f o r  o r ­
d e r s t a t e s  t h a t  "som eth ing  changes, som ething rem ains c o n s ta n t ."  S te v e n s ' 
second p re c e p t fo r  th e  supreme f i c t i o n  i s  th a t  " I t  Must C hange," and th e  
on -go ing  p ro c e s s  o f c r e a t i v i t y  becomes th e  c o n s ta n t .  F in a l ly ,  S tevens 
say s  th a t  " I t  Must Give P le a s u r e ."  Mauron so th o ro u g h ly  a c c e p ts  th e  
n e c e s s i ty  o f p le a s u re  in  th e  a e s th e t ic  e x p e rie n c e  th a t  he n ev er even 
s t a t e s  t h a t  n e c e s s i ty — i t  i s  th e  donnée from w hich he s t a r t s .
Poem V ll  o f " I t  Must G ive P le a su re "  d em o n stra te s  th e  s e r io u s n e s s  
w ith  which S tev en s re g a rd s  th e  p o t e n t i a l i t i e s  o f th e  a r t i s t ' s  con tem pla­
t io n  o f p h y s ic a l  r e a l i t y .  Mauron, we r e c a l l ,  say s  th a t  when th e  a r t i s t  
engages in  co n te m p la tio n  he d is c o v e rs ,  o r  com poses, new system s o f r e l a ­
t i o n s ,  new o rg a n iz a t io n s  o f r e a l i t y .  S tevens e x p lo re s  th e  p o s s i b i l i t i e s  
o f what th e  a r t i s t  may d is c o v e r ,  and c r e a te ,  in  r e a l i t y :
To d isc o v e r  an  o rd e r a s  o f 
A sea so n , to  d is c o v e r  summer and know i t .
To d is c o v e r  w in te r  and know i t  w e ll ,  to  f in d .
Not to  im pose, no t to  have reasoned a t  a l l .
Out o f n o th in g  to  have come on m ajor w ea th e r.
I t  i s  p o s s ib le ,  p o s s ib le ,  p o s s ib le .  I t  m ust 
Be p o s s ib le .
(CP 403-404)
T h is  d isc o v e ry  le a d s  in  tu r n  to  th e  d isc o v e ry  o f th e  p o s s i b i l i t y  o f th e  
supreme f i c t i o n :
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To f in d  th e  r e a l .
To be s t r ip p e d  o f  every  f i c t i o n  e x ce p t one,
The f i c t i o n  o f an  a b s o lu te —A ngel,
Be s i l e n t  in  your lum inous cloud  and h e a r  
The lum inous m elody o f p ro p e r sound.
(CP 404)
But i t  i s  th e  p o e t ’ s c r e a t io n  o f th e  "lum inous m e lody ,"  th e  "p ro p er 
so u n d ,"  t h a t  makes th e  d isc o v e ry  p o s s ib le .
M auron 's d is c u s s io n  o f what happens to  la n d sc a p e  when i t  i s  viewed 
in  th e  c o n te m p la tiv e  a t t i t u d e  cou ld  v e ry  w e ll  s e rv e  a s  a  g lo s s  to  "De­
s c r ip t io n  w ith o u t P la c e ."  He say s  th a t  when we lo o k  a t  a  la n d sca p e  a s  
i f  i t  w ere o f no p r a c t i c a l  u s e , th e  la n d sc a p e  d is s o lv e s  in to  ch ao s.
Then th e  a r t i s t  d is c o v e r s  s tra n g e  and new "system s o f  r e l a t i o n s "  and 
from th e s e  he composes "new o rg a n iz a tio n s  o f  r e a l i t y . "  The p ro c e ss  he
has o u t l in e d  d e s c r ip t io n  w ith o u t p la c e .  But a s  we s h a l l  see  in  ex­
p lo r in g  S te v e n s ' r e l a t io n s h ip s  to  th e  p o e t ic  o f T h ie r ry  M au ln ie r, th e  
lo g o s  co ncep t embodied in  t h i s  poem means much more th a n  th e  a r t i s t ' s  
com p o sitio n  o f fo rm al r e l a t i o n s .
F in a l ly ,  in  poem X II o f "An O rd inary  Evening in  New H aven," we f in d  
b o th  th e  f u l f i l lm e n t  o f b e l i e f s  S tevens has  in  common w ith  Mauron and an
i l l u s t r a t i o n  o f  th e  way S tevens tra n s fo rm s  th e  e a r ly  th e o r iz in g  in to  h i s
p o e t ic s  of lo g o s :
The poem i s  th e  c ry  o f i t s  o c c a s io n .
P a r t  o f th e  r e s  i t s e l f  and n o t ab o u t i t .
The p o e t speaks th e  poem a s  i t  i s .
Not a s  i t  was: p a r t  o f th e  r e v e r b e r a t io n
Of a  windy n ig h t  a s  i t  i s ,  when th e  m arb le  s t a tu e s
Are l i k e  new spapers blown by th e  w ind. He speaks
By s ig h t  and in s ig h t  a s  th ey  a r e .  T here  i s  no 
Tomorrow f o r  him . The wind w i l l  have passed  by ,
The s ta tu e s  w i l l  have gone back to  be th in g s  a b o u t.
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The m obile  and th e  immobile f l i c k e r in g  
In  th e  a re a  betw een i s  and was a re  le a v e s .
Leaves b u rn ish e d  in  autum nal b u rn ish ed  t r e e s
And le a v e s  i n  w h ir lin g s  in  th e  g u t t e r s ,  w h ir lin g s  
Around and away, resem bling  th e  p re sen ce  of 
th o u g h t,
Resem bling th e  p re se n c e s  o f th o u g h ts , a s  i f
In  th e  end , in  th e  whole psychology , th e  s e l f .
The town, th e  w ea th e r, in  a  c a s u a l l i t t e r .
T o g e th e r, s a id  words o f th e  w orld a r e  th e  l i f e  o f  th e  
w orld .
(CP 473-474)
The p a r a l l e l s  a r e  c l e a r .  The chaos o f th e  s e t t in g  ( th e  windy n ig h t ,  th e  
m arb le  s ta tu e s  " l i k e  new spapers blown by th e  w ind") i l l u s t r a t e s  th e  d i s ­
s o lu t io n  o f p h y s ic a l  r e a l i t y .  S te v e n s ' in s is te n c e  th a t  p o e try  i s  p a r t  
o f th e  h e re  and now ("The p o e t speaks th e  poem a s  i t  i s ,  /  Not a s  i t  was" 
and "T here i s  no /  Tomorrow fo r  him") i s  no l e s s  em phatic th a n  M auron’s 
in s is te n c e  th a t  a r t  i s  an  e x p e rien ce  f irm ly  lo c a te d  i n  th e  p r e s e n t  mo­
ment and n o t p a r t  o f our u s u a l f u tu r e  o r ie n t a t i o n .  But S tev en s n o t on ly  
co n tem p la tes  th e  p re s e n t p h y s ic a l r e a l i t y ;  he lo c a te s  th e  poem th e  
p re s e n t  p h y s ic a l  r e a l i t y ;  "The poem i s  th e  c ry  o f i t s  o c c a s io n , /  P a r t  
o f th e  r e s  i t s e l f  and n o t about i t . "  And th a t  f i n a l  t r i p ty c h  tra n s fo rm s  
th e  v e ry  meaning o f "psychology" in to  an  in te g r a t io n  of p o e t ,  a u d ie n c e , 
s e l f ,  o th e r ,  r e a l i t y  and a r t —a complex o f v o ic e s  u n ite d  in  sp eak in g  th e  
lo g o s : "words o f th e  w orld a re  th e  l i f e  o f th e  w o rld ."
I t  i s  a p p a re n t ,  th e n , th a t  S te v e n s ’ re a d in g  o f Mauron a f f e c te d  h is  
p o e try  in  a  number o f ways. We have seen  th a t  c e r t a in  o f M auron’ s th e o ­
r i e s  d i r e c t l y  g e n e ra te d  a  number o f poems, some t e s t in g  and , i n  e f f e c t ,  
v a l id a t in g  p a r t s  o f th e  th e o ry , o th e rs  becoming a c o r r e c t iv e  to  p a r t s  o f 
th e  th e o ry . S tev en s read  Mauron a t  a  tim e in  h is  l i f e  when he was d e -
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v o tin g  a  g r e a t  d e a l  o f energy to  sh a rp en in g  h i s  own th e o ry  o f p o e try . 
Mauron c e r t a i n l y  c o n tr ib u te d  to  th a t  p ro c e s s .  But S te v e n s ' g o a l o f 
p o e try  a s  th e  supreme f i c t i o n  f i n a l l y  goes f a r  beyond th e  l i m i t s  o f 
M auron 's in q u i ry  in to  th e  psychology o f a e s t h e t i c s .
C hapter I I
Love and Logos in  S tevens and T h ie rry  M au ln ier
On March 2 , 1945, S tevens w ro te  to  h is  young Cuban f r i e n d ,  Jo sé  
Rodriguez Feo, " I f  you can f in d  a copy o f T h ie rry -M a u ln ie r ' s  INTRODUC­
TION TO FRENCH POETRY, p u b lish e d  s h o r t ly  b e fo re  th e  w ar, by G a llim ard , 
you w i l l  have a s  good an in t ro d u c t io n  to  modern p o e try  a s  I  know o f .  
S p e c i f ic a l ly ,  i t  r e l a t e s  to  F rench  p o e try , b u t i t  m igh t j u s t  a s  w e ll 
r e l a t e  to  a l l  modern p o e try "  (LWS p . 4 9 0 ).^  T h ie r ry  M au ln ie r, a  pseudo­
nym f o r  Jacq u es T a lag ran d , i s  a  j o u r n a l i s t  ( f o r  L*A ction F ra n ç a ise  and 
F ig a ro ) , and a  p la y w rig h t (h is  p la y s  in c lu d e  a d a p ta t io n s  a s  w e ll as  
o r ig in a l  w o rk s) . W ith F ra n ç o is  M auriac he founded T ab le  Ronde. He
has been awarded th e  Legion d 'Honneur, th e  Grand P r ix  de L i t t é r a t u r e  de
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l'A cadem ie F ra n ç a ise  (1959) and th e  P r ix  Pelman de l a  p re s s e  (1959).
The te rm s o f S te v e n s ' recom mendation to  R odriguez Feo make i t  im­
p o r ta n t  to  know what in  M a u ln ie r 's  book would le a d  to  h is  c a l l in g  i t ,  
in  e f f e c t ,  th e  b e s t  a v a i la b le  in t ro d u c t io n  to  modern p o e try . H is s t a t e ­
ment im p lie s  a b a s ic  agreem ent w ith  th e  term s o f M a u ln ie r 's  a e s th e t i c ,  
and we s h a l l  see  in  th e  work o f  bo th  men s im i la r  v iew s o f  th e  purpose 
and fu n c tio n  o f p o e try  in  g e n e ra l a s  w e ll a s  o f p a r t i c u l a r  p o e t ic  i s s u e s ,  
such a s  th e  concep t of ^  p o é s ie  pu re  and th e  c o n t r ib u t io n  o f th e  s u r ­
r e a l i s t  movement to  modern p o e try . More im p o r ta n t ly ,  M a u ln ie r 's  concep t 
o f p o e try  a s  th e  m ag ica l "verbe" and a dem iurg ic  a c t i v i t y  i s  v e ry  much 
l i k e  S tev e n s ' lo g o s and supreme f i c t i o n .  In  p a r t i c u l a r  poems we s h a l l
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see  echoes n o t on ly  o f M a u ln ie r 's  d is c u s s io n  o f p o e try  b u t poems th a t  
seem to  have come ou t o f h i s  d is c u s s io n  o f th e  works o f p a r t i c u l a r  
p o e ts .  What S tevens found In  M auln ier was th e  same p a s s io n a te  commit­
ment to  p o e try  a s  h i s  own, couched In  much th e  same te rm s .
M a u ln ie r 's  book c o n s is t s  o f a th r e e - p a r t  In tro d u c t io n  and an 
an th o lo g y  o f French p o e try .  The f i r s t  s e c t io n  p r e s e n ts  a  d e f i n i t i o n  
of p o e try  (he says th a t  p o e try  I s  p a r t i c u l a r l y  r e s i s t a n t  to  d e f i n i t i o n  
because  I t s  e ssen ce  I s  I t s  I n e f f a b i l i t y ) ; s e c t io n  two e x p lo re s  th e  
r e l a t i o n s h ip s  of F rench  p o e try  to  th e  F rench  lan g u ag e , c h a r a c te r ,  and 
c u l tu r e  (he a rg u es  t h a t  th e  r e la t io n s h ip  I s  s l i g h t e r  th a n  th a t  In  th e  
l i t e r a t u r e  o f any o th e r  c o u n try ) , and s e c t io n  th r e e  I s  a  h i s to r y  o f 
F rench  l i t e r a t u r e  from th e  m iddle ag es  to  th e  e a r ly  p a r t  o f th e  tw en­
t i e t h  c e n tu ry  (he c la im s to  be r e w r i t in g  th e  h i s to r y  o f F rench  p o e try  
In  o rd e r  to  e s t a b l i s h  th e  r i g h t f u l  m ajor w r i t e r s ,  p e r io d s ,  and move­
m ents) . The s e le c t io n  o f poems I l l u s t r a t e s  th e  o u t l in e s  o f th e  h i s to r y  
th a t  he has p re se n te d . Though he p ro ceed s a lo n g  th e s e  g e n e ra l l i n e s ,  
th e  e n t i r e  In tro d u c t io n  th u s  becomes a  d e f i n i t i o n  o f p o e try  and a p r e ­
s e n ta t io n  o f M au ln ier*s own a e s th e t ic  and c r i t i c a l  s ta n d a rd s ;  h i s  
p a s s io n  f o r  th e  m ag ica l powers o f language u n i t e s  a l l  th r e e  s e c t io n s .
M auln ier b eg in s  h is  ta s k  w ith  what am ounts n e a r ly  to  a  m a n ife s to  
of I t s  I m p o s s ib i l i ty :
La p o é s ie  oppose aux d é f in i t i o n s  une r é s i s t a n c e  p a r t i c u l i è r e ,  
p a rc e  q u 'e l l e  se  ré s ig n e  mal â  n 'ê t r e  q u 'e s s e n c e ,  e t ,  p o ssé d a n t 
son e x is te n c e  l a  p lu s  c e r ta in e  au coeur même de l ' i n e f f a b l e ,  
s 'é v a n o u i t  dans l a  c l a r t é .  De to u s  l e s  o b je ts  a u x q u e ls  s 'a p p l iq u e  
la  p en sée , e l l e  e s t  l e  p lu s  m a la isé  à  s a i s i r ,  e t  même à  s i t u e r ;
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e l l e  se  jo u e  e t  f u i t  comme une eau v iv e  aux d o ig ts  m a lh a b ile s  de 
l 'a n a l y s e .  . . .  Le s e u l  v é r i t a b l e  problèm e e s t  de s a v o ir  po u rq u o i 
l a  p o é s ie  e s t  p ré s e n te  dans d ix  s y l la b e s  de Scêve ou dans q u a tre  
m ots de R acine . . .  l a  p o é s ie  é ta n t  c e t  a u t r e  p o u v o ir du la n g a g e , 
q u i d é p a sse , p a r  n a tu re  l e  pouv o ir d 'e x p l i c a t i o n .  (pp . 7 -8 )
In  a s im i la r  manner he d a im s  th e  m a n ife s t im p o s s ib i l i ty  o f i s o l a t i n g  
what i s  e s s e n t i a l l y  F rench  ab o u t F rench  p o e t ry ,  s in c e  th e  e ssen ce  of 
th e  F rench  p o e t i s  h i s  in d i v id u a l i t y .  Thus, "Une v é r i t a b l e  in t ro d u c ­
t io n  à l a  p o é s ie  f r a n ç a i s e  e s t  une in t ro d u c t io n  £  ^  re ssem b lan ce  des  
p a r t i c u l a r i t é s  de chaque p o è te  f r a n ç a i s "  (p . 9 ) . D e sp ite  th e  f a c t  th a t  
F rance has g iv en  i t s  p o e ts  th e  same w orld and th e  same w ords fo r  naming 
th a t  w orld each  F rench  p o e t ,  he s a y s , i s  s in g u la r  and incom parab le  and 
resem bles o th e r  French  p o e ts  o n ly  in  h is  a b i l i t y  to  be s in g u la r  and i n ­
com parable (p . 9 ) .  An a t te m p t to  u n i t e  a l l  F rench  p o e ts  under th e  name 
o f F rench  i s  to  be "condemned to  d e f in e  p o e try  by th a t  w hich i s  th e  m ost
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e x te rn a l  to  i t "  (p . 1 0 ). L ik ew ise , one m isse s  th e  e s se n c e  o f  a  p a r t i c ­
u la r  p o e t in  seek in g  what he has  in  common w ith  o th e r s .
M auln ier s e e s  a  s o lu t io n  to  t h i s  dilemma in  c o n s id e r in g  th e  r o le  
o f form in  p o e try .  He sp eak s o f th e  m arvelous paradox th a t  what i s  
most in d iv id u a l  in  th e  work o f each  p o e t c o in c id e s  w ith  th e  p u re s t  and 
most d u ra b le  form s of lan g u ag e ; he se e s  th e  c o e x is te n c e  o f "une é la b o ­
r a t io n  p ro d ig ieu sem en t i n t é r i e u r e  avec une forme s i  adm irablem ent 
communicable q u 'e l l e  r e s t e  com m unicable, p a r  l e  nombre e t  p a r  l e  c h a n t , 
l à  même où l a  s i g n i f i c a t i o n  d es  m ots s 'é v a n o u i t"  (p . 1 1 ) . What M au ln ier 
means by form i s ,  how ever, more th an  th e  e x te r n a l  ap p ea ran ce  o f  a  poem: 
"J*en ten d s  i c i  p a r  forme non l a  s e u le  o rg a n is a t io n ,  en une harm onie 
e x ig e a n te , de r e s s o u rc e s  so n o res  du la n g a g e , m ais un ta lis m a n  v e r b a l ,  
une c lé  d 'o r  o u v ran t â chacun l e s  t r é s o r s  défendus de son p ro p re  u n i -
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v e r s ,  un moyen pour chaque a u d i te u r  d ’a c c é d e r  à son p ro p re  m ystè re"
(p . 1 1 ). Thus th e  p o e t c o u n te rb a la n c e s  what i s  p e rso n a l and ob scu re  
in  h i s  p o e try  w ith  th e  s t a b i l i t y  o f h i s  form , and M auln ier b e l ie v e s  
th a t  th e  p o e t 's  in ten d ed  meaning c o u n ts  f o r  l e s s  th a n  form , which i s  
communicable to  a l l  and which g iv e s  b i r t h  to  th e  p a r t i c u l a r  poem. The 
d e f in i t i o n  th a t  he ev o lv es  from t h i s  b e l i e f  r e s u l t s  in  th e  fo llo w in g  
view  of p o e try : "P u re té  p le in e  de p o s s ib le s ,  c r i s t a l  où chaque homme
v ie n t  comme N a rc is se  se  pencher pour a im er une f ig u r e  inconnue de 
soi-même, diam ant n o c tu rn e  où chacun v ie n t  a llu m e r se s  p ro p re s  é t o i l e s ,  
l e  poème n a î t  a i n s i  en chaque âme à une v i e  d i f f é r e n t e ,  e t  chaque âme 
n a î t  en l u i  à sa p ro p re  v ie "  (p . 1 2 ).
M auln ier a s s e r t s  th a t  h i s  " b e l l e  d é f in i t i o n "  av o id s  th e  u s u a l 
s c h o la r ly  problem  o f th e  d i s t i n c t i o n  betw een " l e  fond" and " la  form e"
(p . 12 ); th e  q u e s tio n  in  th e  c r e a t iv e  p ro c e s s  i s  one n e i th e r  o f sub­
j e c t ,  no r form , no r o f accord  betw een s u b je c t  and form , b u t s o le ly  one 
o f language . He b e l ie v e s  th a t  a t  th e  moment o f i t s  in c e p tio n  in  th e  
c r e a t o r ’ s s p i r i t ,  th e  work ap p e a rs  a s  form so p ro fo u n d ly  t h a t  w r i t in g  
and r e v is in g  on ly  make th e  form become more i t s e l f .  The form i s  th u s  
n o t som ething imposed on th e  work, b u t som ething in c a rn a te  in  i t s  in c e p ­
t i o n .  There i s  no b eau ty  in  i n s ig n i f i c a n t  form , he b e l ie v e s ,  and l i k e ­
w ise , th e  work i s  more charged w ith  m eaning in  d i r e c t  p ro p o r tio n  to  i t s  
s t y l e ,  " l e  t r a v a i l  du s ty le  n 'é t a n t  r i e n  que l ’o p é ra t io n  q u i c o n s i s te  à 
ch a rg e r de sens l e  langage" (p . 1 2 ). From t h i s  s ta n c e ,  M au ln ier a t t a c k s  
what he c a l l s  " l ’a b s u rd i té  du mythe p seudo -rom an tique" o f spon taneous 
in s p i r a t io n  (p . 1 2 ).
The fu n c tio n  o f p o e try , a s  M au ln ier s e e s  i t ,  i s  " d ’o f f r i r  au p lu s
66
s o l id e  du langage e t  au p lu s  m y sté rieu x  du monde l e  l i e u  d 'u n e  m iracu­
le u s e  co ïn c id en c e"  (p . 1 3 ) . P o e try  i s  an  a r t  whose d e s t in y  i s  to  u se  
language  to  m aster th a t  which by n a tu re  escap es  language; th e  p o e t u s e s  
w ords n o t on ly  to  d e s ig n a te  b u t a l s o  to  evoke th e i r  in c a n ta to ry  c o r­
respondence to  th e  w orld (p . 1 4 ) .^  In  th e  hands o f th e  p o e t ,  th e  g ra sp  
o f language on th e  w orld i s  n o t o n ly  l o g i c a l ,  b u t m a g ic a l. These two 
a t t r i b u t e s  o f language n o t o n ly  o f f e r  th e  p o e t p o t e n t i a l i t i e s  fo r  h is  
a r t ,  bu t a l s o  form c o n s t r a in t s  w ith in  which he m ust o p e ra te .  P o e tic  
language ap p ea rs  on ly  where " l e  v e rb e  prend p o s se s s io n  du monde au d e là  
de l a  m aigre p u issan ce  de s i g n i f i e r "  (p . 1 5 ); to  th e  e x te n t  th a t  th e  
p o e t s a c r i f i c e s  th e  m ag ica l powers o f language to  h is  power m ere ly  to  
s ig n i f y  and o p e ra te s  o n ly  in  th e  lo g ic a l  u n iv e rs e  o r ,  c o n v e rs e ly , s a c r i ­
f i c e s  th e  u su a l powers o f language to  th e  m ag ica l "v erb e"  and o p e ra te s  
o n ly  in  th e  m agical u n iv e rs e ,  he cea se s  to  be a p o e t (p . 1 5 ) .^  M auln ier 
th u s  v iew s th e  powers o f p o e t ic  language b o th  a s  f irm ly  ro o te d  in  r e a l i ­
ty  and m a g ic a lly  cap a b le  o f tra n s fo rm in g  r e a l i t y ,  and he b e l ie v e s  th a t  
th e  p o e t m ust make f u l l  u se  o f b o th  th e se  pow ers.
M a u ln ie r 's  c o n ce p tio n  o f th e  r e la t io n s h ip s  between language and 
r e a l i t y  ("v erb e"  and "monde") i s  n o t sim ply  an a tte m p t to  avo id  ex trem es 
and to  seek  a m iddle ro a d ; r a t h e r ,  he se e s  p o e try  a s  a  "d em iu rg ic"  a c ­
t i v i t y ,  " le  combat même du cosmos e t  du v e rb e"  (p . 1 5 ), and th e  means by 
w hich language re c o v e rs  i t s  t r u e  fu n c tio n : " I 'a c t e  de d e s ig n e r  a p p a r a î t
d ans sa m a je s té  o r i g i n e l l e ,  i l  a p p e l le  l e  monde à n a î t r e  une n o u v e lle  
f o i s "  (p . 2 6 ). He sco rn s  b o th  th e  p o e t who i s  s a t i s f i e d  sim ply  to  c r e ­
a t e  rhythm ic com binations of words which ex h au st them selves  in  s i g n i f i ­
c a t io n  a lo n e  and th e  p o e t who employs language to  c r e a te  h i s  own e r r a n t .
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p e rs o n a l and obscu re  u n iv e rs e ; b o th  d is re g a rd  th e  h ig h e r ,  dem iurg ic  
fu n c tio n  o f p o e try . M auln ier a g re e s  w ith  V a le r y 's  s ta te m e n t t h a t  p o e t ic  
language  i s  " langage  à l ' é t a t  n a i s s a n t ,"  w hich M au ln ier say s  means th a t  
" l e  lan g ag e  re tro u v e  en [  l a  p o é s ie  ]  sa v i r g i n i t é "  (p . 2 6 ). He a s s e r t s  
th a t  th e  p o e t n o t o n ly  names th in g s ,  b u t in  th e  naming engenders them: 
"Tu s e r a s  m er. Tu s e ra s  femme. Tu s e ra s  a rb r e "  (p . 2 6 ).
I t  i s  c le a r  th en  th a t  M auln ier b e l ie v e s  t h a t  p o e try  r e s to r e s  la n ­
guage to  i t s  supreme fu n c tio n ; th a t  i s ,  p o e try  c h a rg e s  language w ith  a l l  
i t s  p rim ary  powers of s ig n i f i c a t i o n  in  a  way th a t  goes beyond th e  fu n c­
t i o n  o f m ere ly  d e s ig n a tin g  th in g s  in  th e  r e a l  w o rld , beyond even th e  
means o f  c o n c e p tu a liz in g  th e  r e a l  w o rld , to  a  m ag ica l a c t i v i t y  t h a t  in  
a  sen se  c a l l s  th e  r e a l  w orld in to  e x is te n c e .  M au ln ie r see s  t h i s  m ag ica l 
power a s  having  enormous p o t e n t i a l i t i e s :  s in c e  p o e t r y 's  fu n c tio n  i s  to  
evoke by i t s  own means th e  in e f f a b le  p a r t  w hich i s  found in  each  named 
th in g ,  " p o e tic  a c t s  seem th e  most e f f ic a c io u s  means a t  our d is p o s a l  fo r  
e x p lo r in g  th a t  which in  th e  u n iv e rs e  r e s i s t s  e x p l i c i t  language" (p . 2 3 ).
P o e tic  lan g u ag e , M aulnier b e l ie v e s ,  i s  our means o f knowing th e  
w o rld , bu t in  a  much more profound sen se  th a n  in  m ere ly  d e s c r ib in g  r e ­
a l i t y .  P o e try , a s  an in s tru m en t o f  knowing, s e e s  beyond th e  p a le  form s 
of th e  v i s i b l e ;  i t  f r e e s  language o f th e  s u f fo c a t in g  w a lls  o f o rd in a ry  
d is c o u rs e .  Hence M aulnier a t ta c k s  what he c a l l s  one o f th e  innum erable 
e r r o r s  o f common sense  in  opposing "p o e try "  to  " r e a l i t y " :  on th e  con­
t r a r y ,  i t  i s  in  i t s  o rd in a ry  u se  th a t  language c o n c e a ls  r e a l i t y  from u s ; 
p o e try  r e tu r n s  to  language i t s  p ro fu n d ity  and e n a b le s  u s  to  g lim pse r e ­
a l i t i e s  th a t  we o r d in a r i ly  m iss , so th a t  p o e try  opens fo r  u s  "au d e là  
d es  m ots l e s  p lu s  sim ples une tra n s p a re n c e  in so n d a b le  e t  v e r t ig in e u s e
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de mer" (p . 2 3 ). Thus, even though p o e try  has an  In d e f in a b le  g ra sp  on 
th e  w o rld , i t s  g ra sp  i s  g r e a te r  th a n  i t  would have were language  reduced  
to  m ere ly  i t s  i n t e l l i g i b l e  q u a l i ty .
From M a u ln ie r 's  v iew s on th e  r e l a t io n s h ip s  betw een p o e try  and r e ­
a l i t y  come h is  b e l i e f s  on th e  p ro p e r  r o le  of re a so n  in  p o e try .  As we
m ight ex p ec t from h i s  p o s i t io n  th u s  f a r  M auln ier r e v e a ls  h i s  im p a tien ce  
w ith  th o se  who view  p o e try  a s  opposed to  re a so n  and th e  p o e t a s  an  i r ­
r a t i o n a l  man: "L ' i r r a t i o n a l i t é  de l a  p o é s ie ,  comme son i r r é a l i t é ,
a p p a r t ie n t  à l a  m y tho log ie  l a  p lu s  v u lg a ir e "  (p . 2 4 ). He b e l ie v e s  on 
th e  c o n tra ry  th a t  p o e try  p o sse sse s  a  p a r t i c u l a r l y  h ig h  r a t i o n a l  q u a l i ty  
in  p r e c i s e ly  th e  same way th a t  t r u e  re a so n  m ust tra n sc e n d  common " r a t i o n ­
a l i t y "  and th a t  t r u e  co n sc io u sn ess  m ust tra n sc e n d  th e  narrow  l i m i t s  o f 
" c le a r  c o n s c io u s n e s s ."  P o e try  in  M au ln ier* s view  i s  a  s u p e r io r  form of 
re a s o n , eq u a l to  ta s k s  fo r  which common re a so n  does n o t s u f f i c e  (p . 2 4 ) .^  
In  f a c t ,  p o e t ic  re a so n  p o in ts  ou t to  o rd in a ry  re a so n  i t s  own in a d e q u a c ie s  
and i t s  own i n a b i l i t i e s  to  g rasp  th e  t o t a l  su b s ta n c e  o f  th e  u n iv e r s e .
The p o e t ,  th e n , i s  th e  t r u e  r e a l i s t ,  and p o e try  th e  m ost re a s o n a b le  oc­
c u p a tio n  in  th e  w orld (p . 2 6 ).
When we c o n s id e r  M au ln ie r’s rem arks on lan g u ag e , on r e a s o n , and on 
" r e a l i t y , "  h is  rem arks on s u r re a lis m  come a s  no g r e a t  s u r p r i s e .  He says 
th a t  th e  b e l i e f  t h a t  p o e t ic  c r e a t io n  should  be guided by o rd in a ry  re a so n  
i s  f o o l i s h ,  b u t th a t  th e  b e l i e f  t h a t  i t  should  be guided by some in d e ­
f in a b le  i r r a t i o n a l i t y  i s  e q u a lly  f o o l i s h ;  b o th  v iew s seek  to  c o n f in e  
p o e try  to  what i s  e x te rn a l  to  i t s  t r u e  e sse n c e . He a c c e p ts  th e  s u r r e a l ­
i s t s '  in s is te n c e  t h a t  th e  p ro p er domain o f p o e try  i s  lo c a te d  in  " l e  r é e l  
n o n 'r a t i o n a l i s é ',  " b u t c o n s id e rs  i t  n a iv e  o f them to  b e l ie v e  t h a t  th e
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o n ly  means o f e scap in g  th e  im poverishm ent o f th e  r a t i o n a l  and o rd in a ry  
w orld i s  to  be found in  " I 'e x e r c i c e  de l ’h a l lu c in a t io n  v o lo n ta i r e "
(p . 1 7 ) . He r e j e c t s  th e  s u r r e a l i s t s '  b e l i e f  th a t  th e  dream i s  our 
" r é s e r v o i r  de r é a l i t é  v ie rg e "  and c o n s id e r s  i t  f a r  more l i k e l y  t h a t  
dream s a r e  sim ply th e  re s id u e  o f " l a  v ie  c o n s c ie n te  a n té r ie u r e "  (p . 1 7 ) . 
He f i n a l l y  r e j e c t s  th e  extrem ism  o f th e  s u r r e a l i s t  a e s th e t i c  a s  sim ply  
too  narrow  and too  r e d u c t iv e :  th e re  i s  no ev idence  th a t  th e  r a t i o n a l
a c t i v i t y  o f  th e  s p i r i t  d e s tro y s  th e  p o e t ic  su b s tan ce  in  th e  r e a l i t y  to  
which i t  i s  a p p l ie d , and th e  p o e t ’ s r e s o u rc e s  l i e  n o t o n ly  in  h i s  n ig h t ­
tim e phantoms bu t e q u a l ly  in  th e  s o l id ,  s e n s ib le  u n iv e rs e  o f  h is  waking 
a c t i v i t i e s .  M oreover, "La cro y an ce  en une un ion  homogène de l a  v ie  i r ­
r a t i o n n e l l e  de l ’e s p r i t  e t  de l a  r é a l i t é  n ’e s t  p lu s ,  n i  m oins a r b i t r a i r e  
que l a  croyance en l ’un ion  homogène de l a  r é a l i t é  e t  de l a  r a is o n "  (p . 
1 7 ). The weakness o f s u r re a l is m , M au ln ier s t a t e s ,  i s  t h a t  i t  ig n o re s  
a l l  th e  r a t i o n a l  t h a t  i s  p re s e n t  in  th e  i r r a t i o n a l  and , more im p o rta n t ,  
a l l  th e  m iracu lo u s  t h a t  e x i s t s  in  th e  r a t i o n a l .
M au ln ier ta k e s  th e  c r i t i c s  o f s u r re a lis m  to  ta s k  f o r  a t ta c k in g  th e  
movement fo r  th e  wrong re a s o n s , and he n o te s  t h a t  th e  s u r r e a l i s t s  have 
n o t on ly  tak en  advan tage  o f such a t t a c k s  b u t a t  tim es  d e l ib e r a t e ly  s o l ic -  
i t i e d  them. Thus th o se  who a t ta c k  s u r re a lis m  on th e  grounds of common 
sen se  o r  fo r  i t s  o b s c u r i ty  r e v e a l  more o f  t h e i r  own w eaknesses th an  
th o se  o f th e  s u r r e a l i s t s  o r ,  a s  M au ln ier p u ts  i t ,  th e  o b s c u r i ty  o f some 
w orks i s  l e s s  in  th e  books th an  in  th e  minds o f  th o se  who ju d g e  them 
(p . 1 8 ). S im ila r ly ,  much o f th e  s u r r e a l i s t s ’ su p p o rt comes from a  r e ­
a c t io n  to  th e  a t t a c k s  on s u r re a l is m  r a th e r  th an  from a t r u e  comprehen­
s io n  o f th e  s u r r e a l i s t  a e s t h e t i c .  The problem , a s  M auln ier s e e s  i t ,  i s
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th a t  b o th  c r i t i c s  and a d v o ca te s  o f s u r re a lism  have d i r e c te d  t h e i r  r e ­
marks to  th e  b iz a r r e  s u r fa c e  o f  th e  s u r r e a l i s t  work r a th e r  th a n  to  th e  
im p lic a tio n s  o f th e  s u r r e a l i s t  a e s th e t i c .  In  f a c t ,  th e  seeming and 
a r t i f i c i a l  s tra n g e n e ss  o f  th e  s u r r e a l i s t  work h as  to o  o f te n  obscured  
th e  t r u l y  m iracu lo u s  accom plishm ent o f th e  s u r r e a l i s t s  in  ex ten d in g  th e  
domain o f p o e t ic  c r e a t io n .  For t h i s  re a so n  i t  i s  im p o rtan t to  judge 
su r re a lism  e x a c t ly ,  M au ln ier b e l ie v e s ,  and to  a s s e s s  i t s  t r u e  s tr e n g th s  
and w eaknesses.
The "common sen se"  o b je c t io n s  to  s u r re a lism  on th e  grounds of ob­
s c u r i t y  and o f th e  a p p e a l to  th e  u n consc ious M au ln ier e a s i l y  d ism is se s :  
s u r r e a l i s t  works a re  in e v i ta b ly  ob scu re  because  th e  s u r r e a l i s t s  a re  
w orking in  new o r  p re v io u s ly  n e g le c te d  a re a s  and s u r r e a l i s t s ,  l i k e  F reud , 
seek  l e s s  to  ap p ea l to  th e  u n co n sc io u s th a n  to  tra n s fo rm  th e  unconscious 
in to  th e  co n sc io u s  (p p . 1 9 -2 0 ). Here i s  th e  t r u e  c o n t r ib u t io n  of s u r ­
re a lis m : "Quoi q u 'o n  pense du s u r ré a lis m e , l e  domaine conqu is  e t  occupé
par l u i  a p p a r t ie n t  déso rm ais â l ' a c t i v i t é  p o é t iq u e , e t  s i  un c la s s ic is m e  
n a i s s a i t  dem ain, ce domaine s 'y  t r o u v e r a i t  n a tu re lle m e n t in c o rp o ré "  (pp. 
2 0 -21 ). M auln ier b e l ie v e s  t h a t  th e  t r u e  w eaknesses o f  s u r re a lism  l i e  
n o t in  i t s  e x te rn a l  a p p ea ran ce , b u t in  what he re g a rd s  a s  to o  narrow  a 
concept o f p o e try  i t s e l f  : "Le s u r ré a lism e  a  o u b lié  que l a  m a tiè re  p ro ­
p re  dont d isp o se  l e  p o è te  n 'e s t  pas une m a tiè re  m e n ta le , m ais une m a tiè re  
v e rb a le "  (p . 2 1 ).
The s u r r e a l i s t s ,  th e n , i n  t h e i r  z e a l  f o r  t h e i r  new m ethod, have 
n e g le c te d  th e  e s s e n t i a l  m a tte r  o f p o e try . T h e ir  works have f a i l e d  to  
ta k e  advan tage o f th e  domain t h e i r  a e s th e t i c  th e o r ie s  have occupied  o r ,  
a s  M auln ier p u ts  i t ,  to o  o f te n  " l e  su rré a lism e  sem ble a v o ir  é t é  une
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méthode de co n n a issan ce  ou d 'i n v e s t i g a t i o n  p o é tiq u e  p lu s  q u 'u n  i n s t r u ­
ment de c r é a t io n  p o é tiq u e"  (p . 2 1 ) . I n  f a c t ,  M auln ier c h a rg e s  th e  
s u r r e a l i s t s  f i n a l l y  w ith  a p o e t ic  p r a c t ic e  t h a t  i s  im i ta t iv e  r a th e r  
th an  c r e a t iv e .  They have too  o f te n  been c o n te n t sim ply to  re c o rd  and 
f a i t h f u l l y  p r e s e n t ,  o r to  employ a  method to  r e c r e a t e ,  th e  d is o rd e r  and 
in co h eren ce  o f complex o c c u rre n c e s . The problem  i s  t h a t  to o  o f te n  th e  
s u r r e a l i s t  has been c o n te n t to  p re s e n t  a  d e s c r ip t io n  of a  " s u r r é a l i t é "  
which i s  no more in h e re n t ly  p o e t ic  th an  a  d e s c r ip t io n  o f  o b je c t iv e  r e ­
a l i t y  (p . 2 1 ).
In  th e  rem ainder of s e c t io n  one M auln ier comments b r i e f l y  on th e  
more mundane a e s th e t i c  q u e s tio n s  o f p o e t ic  form and o f  th e  problem  of 
o b s c u r i ty  f o r  th e  re a d e r .  S ince  th e  p o e t 's  r o le  i s  to  c a l l  f o r th  what 
th e  u n iv e rs e  c o n ta in s  o f th e  m iracu lo u s  and s in c e  he has th e  power to  
tra n s fo rm  th e  m ost o rd in a ry  in to  th e  m ost m ira c u lo u s , he  need n o t pay 
much heed to  th e  demands o f common sense  fo r  c l a r i t y — in d e e d , th e  p o e t 
n a tu r a l ly  p r e f e r s  th e  d i f f i c u l t .  S t i l l ,  M auln ier acknow ledges th a t  com­
mon sen se  nev er t i r e s  o f o b je c tin g  to  o b s c u r i ty  in  p o e try  and he as  
a e s th e t ic ia n  i s  w il l in g  to  c o n fro n t th a t  problem  once a g a in .  Though he 
p ro fe s s e s  h i s  agreem ent w ith  P o n tu s  de T y a r t 's  c la im  th a t  th e  p o e t does 
no t w r i te  to  be understood  by th e  v u lg a r ,  he adm its  t h a t  c e r t a in  p o e ts  
in  e x e rc is in g  a  j u s t i f i e d  d e f ia n c e  o f th e  v u lg a r  do in v e s t  t h e i r  works 
a t  tim es w ith  a r b i t r a r y  and u n n ece ssa ry  d i f f i c u l t y .  The m iss io n  of po­
e t r y ,  he rem inds such p o e ts ,  i s  to  make th e  m ost profound m yste ry  sp r in g  
from c l a r i t y ;  herm etic ism  on th e  c o n tra ry  c r e a te s  on ly  a r t i f i c i a l  mys­
t e r i e s ,  when th e  tru e  p o e t ic  m yste ry  i s  born  o f p o e try  i t s e l f  (p . 2 9 ). 
True p o e try  ta k e s  th e  re a d e r  on a  jo u rn ey  from r e l a t i v e  s im p l ic i ty  and
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c l a r i t y  tow ard th e  in e x h a u s t ib le  s e c r e t s  o f th e  u n iv e rs e ;  th e  p o e try  in  
h erm etic ism  v a n ish e s  along  w ith  th e  o b s c u r i ty .  A l te rn a te ly ,  th e  re a d e r  
of th e  h e rm e tic  poem abandons th e  a ttem p t to  d e c ip h e r  i t  and sim ply 
a llo w s h im se lf  to  be c a r r ie d  a lo n g  by th e  poem 's m usic ; th u s  " la  hau­
ta in e  p r é te n t io n  du p o è te  h erm étiq u e  a b o u t i t  en  f i n  de compte au même 
r é s u l t a t  que l e s  grands a lig n em e n ts  d 'in s ig n i f i a n c e s  sono res  de M usset 
ou de Hugo" (p . 3 0 ).
M au ln ier a d d re s se s  h im se lf  b r i e f l y  to  th e  p sy c h o lo g ic a l mechanism 
o f th e  r e a d e r 's  resp o n se  to  th e  poem and, l i k e  Mauron, he ex p lo re s  t h i s  
s u b je c t  in  r e l a t i o n  to  form in  th e  poem. In  t h i s  c o n te x t ,  however, 
M auln ier comments on form b o th  in  term s o f th e  poem’s e x te rn a l  a p p a ra tu s  
and i t s  s u b je c t  m a tte r .  The p o e t p la y s  s im u lta n e o u s ly , he sa y s , w ith  
th e  r e a d e r 's  sen se  of e x p e c ta t io n  and s u r p r i s e .  The p o e t ought to  p re ­
se n t h i s  re a d e r  w ith  s u r p r is e  a f t e r  s u rp r is e  b u t ,  p a ra d o x ic a lly ,  he m ust 
a ls o  p re p a re  h i s  re a d e r  to  ex p ec t th e  unexpected  (pp . 3 0 -3 1 ). S ince 
M au ln ier b e l ie v e s  th a t  p o e try  employs language in  a  m ag ica l way, each  
word m ust p re s e n t  an e x p lo s io n  of th e  u n ex p ec ted , u n l ik e  o rd in a ry  d i s ­
c o u rse , in  which th e  s p i r i t ' s  e x p e c ta t io n  i s  e x a c t ly  f u l f i l l e d  by th e  
word i t  en co u n te rs  (p . 3 0 ). Yet th e  p o e t m ust employ h is  powers to  th e  
f u l l e s t  in  o rd e r  to  make u s  b e l ie v e  th a t  th e  unexpected  o ccu rs  in  a 
c h a in  of n e c e s s i ty ,  so t h a t  "chaque in s ta n t  v e rb a l  d o i t  ex p lo se r  somp­
tueusem ent dans la  co n sc ie n c e , s 'o u v r i r  en c o r o l l e  de  feu  dans l e  v id e  
d 'u n e  a t t e n t e  habilem ent o rg a n is é e "  (p . 3 1 ) . How does th e  p o e t c r e a te  
fo r  h is  r e a d e rs  th e  e x p e c ta t io n  o f th e  u n ex p ec ted , th e  sense of th e  m ir­
a c le  th a t  o ccu rs  in  a  c h a in  o f n e c e s s ity ?  M au ln ier say s  th rough  form; 
f ix e d  form , re g u la r  p a t te r n s  of sound and rhythm  a re  th e  means by w hich
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th e  p o e t In v e s ts  h i s  m iracu lo u s  s u r p r is e s  w ith  th e  q u a l i ty  o f  n e c e s ­
s i t y  (p . 3 1 ).
The p o e t who y ie ld s  to  th e  demands o f  form , th e n , who s u r re n d e rs  
to  th e  c o n s t r a in t s  o f th e  e x a c t mechanism o f  rhythm , g a in s  by t h i s  s u r ­
re n d e r  h is  a b i l i t y  to  ch a rg e  language w ith  a l l  i t s  m ag ica l pow ers. The 
t r u e  poem, a s  opposed to  th e  p h ra se  o r  l i n e  th a t  i s  m ere ly  p o e t ic ,  ex­
i s t s  o n ly  in  th e  fu s io n  of th e  e x p e c ta t io n  c re a te d  by an  e x a c t mechanism 
and of a w holly  u n fo re se e n  ex p lo s io n  in to  th e  realm  o f m ag ica l p o s s i b i l ­
i t y ,  th e  fu s io n  t h a t  makes up th e  d em iu rg ic  power o f  lan g u ag e  in  p o e try .
In  th e  second s e c t io n  of h i s  in t r o d u c t io n  M auln ier tu r n s  to  th e  r e ­
la t io n s h ip s  o f F rench  l i t e r a t u r e  to  th e  F rench  language and c u l tu r e .
H is p o s i t io n  h e re  m igh t seem a  b i t  odd to  sp eak e rs  o f E n g lish  c o n d itio n e d  
to  th in k  of th e  F rench  language a s  in h e re n t ly  more "m u sica l"  th a n  t h e i r  
own; he c la im s  on th e  c o n tra ry  t h a t  " l e  lan g ag e  f r a n ç a is  e s t  de to u s  l e s  
lan g ag es  l e  p lu s  v id e  de m è tre s  e t  de t o n a l i t é s "  (p . 3 4 ) .^  He c la im s  
th a t  F rench  in  p o p u la r  u sage la c k s  th e  n a tu r a l  p o e t ic  q u a l i t i e s  found in  
o th e r  lan g u ag es  a s  used  by th e  f o lk .  E lsew here , he b e l ie v e s ,  p o p u la r  
language i s  charged  w ith  p o e try  and th u s  p ro v id e s  i n f i n i t e  r e s o u rc e s  fo r  
p o e try . N otso i n  F ran ce : "One cou ld  b e l ie v e  t h a t  th e  w ords have l e s s
p o e t ic  power in  th e  F rench  language th a n  in  any o th e r"  (p . 3 5 ) .
M auln ier f u r th e r  c o n t r a s t s  th e  s i t u a t io n  o f th e  F ren ch  w r i t e r  w ith  
t h a t  o f  th e  E n g lish  and German w r i t e r s .  In  England and Germany, he 
c la im s , th e  g r e a t e s t  w r i te r s  o f p ro se  a r e  a l s o  th e  g r e a t e s t  p o e ts — he 
c i t e s  Shakespeare and G oethe a s  exam ples (p . 3 4 ) . Such i s  n o t a t  a l l  
th e  ca se  in  F ran ce ; nowhere in  French  l i t e r a t u r e  do we f in d  an  a n a lo g .
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he c la im s , of th o se  m arvelous p assag es  in  S hakespeare  where p ro s e  ex­
p lo d e s  in to  p o e try . R a th e r , in  F ran ce , th e  g r e a t e s t  " p ro s a te u r s "  a re  
o n ly  e x c e p tio n a lly  p o e ts ,  th e  g r e a te s t  p o e ts  o n ly  e x c e p t io n a l ly  "p ro sa ­
t e u r s "  (p . 3 4 ). He a d m its  t h a t  o c c a s io n a lly  F rench  p o e ts  have w r i t t e n  
f a u l t l e s s  p ro se , b u t c la im s  th a t  in  such c a s e s  th e  w r i t e r ’ s p o e try  and 
p ro se  have v i r t u a l l y  n o th in g  in  common. He s e e s  a  c le a r  s p l i t  betw een 
th e  r a t i o n a l ,  e le g a n t and r ig o ro u s ly  a n a ly t ic  t r a d i t i o n  in  F ren ch  p ro se  
and th e  m ag ical i n t e n s i t y  o f French  p o e try ,  so much so th a t  f i n a l l y ,  " la  
p o é s ie  f r a n ç a is e  a ,  dans l e  langage f r a n ç a i s ,  son domaine p ro p re ,  e l l e  
ne se  mêle p o in t à l a  p ro s e ,  e l l e  ne l u i  d is p u te  p as  se s  thèm es, e l l e  ne 
l u i  p r ê te  pas son seco u rs  dans l e s  g ran d es o c c a s io n s , e l l e  n e  donne au­
cune a id e  à l a  p ro se , e t  e l l e  n ’en a t te n d  r i e n "  (p . 3 5 ).
The same c o n t r a s t  h o ld s  t r u e  in  th e  r e l a t i o n s h ip s  o f F ren ch  p o e try  
to  th e  fo lk  t r a d i t i o n  o r ,  more p r e c i s e ly ,  th e  n e a r  t o t a l  ab sen ce  o f a 
r e la t io n s h ip  between F rench  p o e try  and th e  f o lk  t r a d i t i o n .  E n g lish  o r 
German p o e try , he claim s^ c o n ta in s  England o r Germany; F rench  p o e try  ig ­
n o re s  F ran ce . German or E n g lish  p o e try  comes from Germany o r  England; 
French  p o e try  comes from p o e try  (p . 3 6 ) . W hereas fo re ig n  p o e t ry  ap p ea rs  
th e  v e ry  chan t o f i t s  p e o p le , French p o e try  i s  se p a ra te d  e n t i r e l y  from 
th e  o rd in a ry  e x p e rie n c e  o f  th e  French p e o p le . M oreover, when F rench  po­
e t r y  a tte m p ts  to  draw on F rench  c u l tu r e  and e x p e r ie n c e , i t  descen d s in to  
th e  domain o f bad l i t e r a t u r e  (p . 36 ).
French p o e try , a s  M au ln ier sees  i t ,  i s  n o t d e s c r ip t iv e ,  n o t  n a t io n ­
a l i s t i c .  As th e  language o f French p o e try  g a in s  n o th in g  from  any in h e r ­
e n t ly  p o e t ic  q u a l i ty  o f th e  F rench  lan g u ag e , so th e  co n ce rn s  o f  F rench  
p o e try  g a in  v i r t u a l l y  n o th in g  from th e  F ren ch  e x p e rie n c e . What d i s t i n -
75
g u lsh e s  French p o e try  from th a t  o f any o th e r  n a t io n  I s  th a t  i t s  t r a d i ­
t i o n  i s  l i t e r a t u r e  ( " la  p a t r i e  de l a  p o é s ie  f r a n ç a i s e  e s t  moins la  
F rance que l a  l i t t é r a t u r e " ) ; i t s  n a tu re  i s  to  be e s s e n t i a l l y  l i t e r a r y . 
F rench  p o e try  draws o n ly  on s u b je c ts  and f e e l in g s  " a lre a d y  p e r fe c te d  and 
ennobled  by a long c o h a b i ta t io n  w ith  l i t e r a t u r e "  (p . 3 7 ). Thus th e  m ost 
d i r e c t  F rench  p o e ts —M au ln ie r c i t e s  h e re  V illo n  and A p o ll in a ir e —n ev er 
condescend to  pure and s im p le  e x p re s s io n  o r  d e s c r ip t io n  (p . 3 7 ). When 
F rench  p o e try  becomes n a t i o n a l i s t i c ,  he c la im s , i t  draw s n o t on th e  n a ­
t i o n a l  t r a d i t i o n ,  Joan  o f  Arc o r L ouis XIV, b u t on s u b je c ts  from c l a s ­
s i c a l  a n t iq u i ty .
M au ln ier sees  th e  s p l i t  betw een F rench  p o e try  and F rance  a s  p ro ­
found and p e rv a s iv e . H is  in s i s te n c e  on t h i s  p o in t  becomes in c r e a s in g ly  
em phatic : th e  i n a b i l i t y  o f  F rench  p o e try  to  g iv e  F rance  a p o e t ic  f ig u r e
i s  e q u a lle d  o n ly  by th e  i n a b i l i t y  o f F ra n c e 's  h o u ses , la n d sc a p e s , and 
s k ie s  to  engender p o e try ; F rance accom plishes th e  m ira c le  o f b e in g  one 
of th e  r i c h e s t  c o u n t r ie s  in  th e  w orld in  ad m irab le  s c e n e ry , in  th e  l e g ­
acy  o f  d iv e rs e  c i v i l i z a t i o n s ,  in  a  h i s to r y  r i c h  in  p o te n t i a l  s u b je c t s ,  
and in  p o sse ss in g  a l i t e r a t u r e  abounding w ith  g r e a t  p o e ts ,  and o f  b e ing  
th e  o n ly  co u n try  never to  have e s ta b l is h e d  th e  bonds betw een i t s  h i s t o r i c ,  
p o p u la r ,  leg en d ary  t r a d i t i o n  and i t s  p o e t ic  t r a d i t i o n  (p . 3 8 ). T here 
has n ev er been an an a lo g  in  F rench  l i t e r a t u r e ,  he c la im s , to  th e  G reek 
e p ic ,  to  S pan ish  rom ance, to  E liz a b e th a n  th e a te r  ( i t  m ight be n o ted  a t  
t h i s  p o in t  th a t  M au ln ier v i r t u a l l y  ig n o re s  th e  Chanson de R o la n d ); th e r e  
i s  " r i e n  de p lu s  é tra n g e r  à l a  v i e  f r a n ç a is e  q u 'u n  poème f r a n ç a i s "
(p . 3 9 ). The n a t iv e  c o u n try  o f French  p o e try  e x te n d s  from Judea to  Cas­
t i l e ,  th e  n a t io n a l  h e ro e s  o f F rench  p o e try  a re  H e c to r , A jax, P rom etheus,
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A ntigone , C le o p a tra ; F rench  p o e ts  f e e l  t h a t  in  draw ing on French h i s ­
to ry  and lan d scap e  th e y  f a l l  in to  " I ' a r t i f i c e ,  I 'a n e c d o te  e t  l ’a rc h é ­
o lo g ie "  (p . 45) b u t th e y  f r e e ly  a p p ro p r ia te  an y th in g  from anywhere so 
long  a s  i t  has i t s  e s ta b l is h e d  p la ce  in  " c o n s te l l a t i o n s  de l ’ i n t e l l e c t "
(p . 4 6 ). In  s h o r t ,  "La p a t r i e  de l a  p o é s ie  f r a n ç a i s e  e s t  dans t r e n t e
g
s iè c l e s  de p o é s ie  u n iv e r s e l le "  (p . 4 4 ) .
M auln ier b e l ie v e s  th a t  th e  n e a r  t o t a l  s e p a ra t io n  o f French p o e try  
from th e  French  e x p e rie n c e  has had th e  r e s u l t  th a t  th e  French them selves 
tend  to  n e g le c t  t h e i r  b e s t  p o e ts  and to  bestow  t h e i r  fa v o r  on th o se  
M auln ier b e l ie v e s  to  be t h e i r  w orst p o e ts :  " i l  ne l i t ,  i l  n ’a p p la u d i t ,
i l  n 'a im e  que ceux d es  p o è te s  f r a n ç a is  q u i v ie n n e n t l u i  p a r le r  de l u i  
dans un langage q u ’ i l  comprend, c 'e s t - à - d i r e  uniform ém ent l e s  p lu s  mau­
v a is "  (pp. 4 0 -4 1 ) . Hence th e  French  p o p u lace  app roves n o t N erval b u t 
D elav ig n e , n o t B a u d e la ire  b u t B éranger, n o t Rimbaud b u t D érou lède, n o t 
V aléry  b u t R o stand , and "ce  n 'e s t  pas bon s ig n e , pour Hugo, qu ’ i l  f a i l l e
g
le  ra n g e r  dans l a  c a té g o r ie  de ceux q u i p l a i s e n t  à l a  fo u le "  (p . 4 1 ).
Along w ith  t h e i r  r e lu c ta n c e  to  draw on F rench  e x p e rien ce  and h i s ­
to r y ,  F rench  p o e ts  have a f a s t i d io u s  d i s d a in ,  M auln ier c la im s , fo r  c e r ­
t a i n  themes in  p o e try .  For exam ple, he ad m its  th a t  F rench  p o e ts  have on 
o cca sio n  w r i t t e n  C h r is t ia n  poems, b u t he c la im s  th a t  th ey  do so in  o rd e r  
to  p u rchase  t h e i r  r i g h t  to  w r ite  poems th a t  a r e  n o t C h r is t ia n .  He ad­
m its  th a t  some o f F ra n c e 's  most g lo r io u s  poems have been  C h r is t ia n  ones, 
b u t he m a in ta in s  t h a t  by and la rg e  " l a  p la c e  du c h r is t ia n is m e , dans l a  
p o é s ie  f r a n ç a i s e ,  e s t  une p la c e  r é s e rv é e "  (p . 4 1 ). The problem  i s  sim ply  
th a t  C h r i s t i a n i t y  i s  no t l i t e r a r y  enough. M au ln ier acknowledges th a t  
C h r i s t i a n i ty  h as  i t s  p la c e  in  French  p o e t ry ,  a s  o b sc e n ity  has i t s  p la c e .
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b u t he speaks o f th e se  two k in d s  o f p o e try  a s  "1*e n c lo s  d es  p r ia p ê e s  e t  
l 'e n c l o s  des p r iè r e s "  and re g a rd s  b o th  a s  somehow in d e c e n t (p . 4 2 ). 
R a th e r , F rench  p o e ts  speak  o f th e  o n ly  gods g u a ran teed  to  be  p u re ly  l i t ­
e r a r y ,  th a t  i s ,  th e  pagan ones: "Le paganism e c la s s iq u e  o f f r e  s e u l  aux
p o è te s  f r a n ç a i s  non seulem ent l a  s é c u r i t é  d 'u n e  t r è s  an c ien n e  c o n sé c ra ­
t io n  l i t t é r a i r e ,  m ais en co re  sa d ig n i té  de r e l i g io n  m o rte , douée d 'u n  
a d o ra b le  a r b i t r a i r e ,  déso rm ais  in c a p a b le  de to u te  a u t r e  e x is te n c e  que 
c e l l e  q u i l u i  e s t  c o n fé ré e  p a r l a  l i t t é r a t u r e  elle-m êm e" (p . 4 2 ).
What F rench  p o e ts  demand, th e n , o f im ages, s e t t i n g s ,  s u b je c t s ,  
them es, i s  f o r  them to  have been somehow p u r i f i e d  by a long  a s s o c ia t io n  
w ith  l i t e r a r y  t r a d i t i o n .  One s u b je c t  a lo n e  e scap e s  t h i s  r ig o ro u s  demand, 
a  s u b je c t  th a t  M auln ier says s o c ie ty  a s  much a s  p o s s ib le  p a s se s  over in  
s i le n c e :  "O 'e s t  dans 1 'amour que l a  p o é s ie  f r a n ç a i s e ,  c 'e s t  dans l a
p o é s ie  f r a n ç a i s e  que l'am o u r tro u v e n t l e u r  commune l i b e r t é  e t  le u r  
commune e x a l ta t io n "  (p . 4 7 ) . In  f a c t ,  M auln ier d a i m s ,  " c 'e s t  à  l a  
s e n s u a l i t é  s e u le  que l a  p o é s ie  f r a n ç a is e  ne demande p o in t  de p r é a la b le  
p u r i f i c a t i o n "  (p . 4 7 ).
The essen ce  o f  a l l  M a u ln ie r 's  rem arks th u s  f a r  in  t h i s  s e c t io n  can 
be summed up in  a  few se n te n c e s : "La p o é s ie  f r a n ç a i s e  c o n s t i tu e  l a  p lu s
l i t t é r a i r e  de to u te s  l e s  a c t i v i t é s  l i t t é r a i r e s ,  dans un pays où l a  l i t ­
t é r a t u r e  e s t  l 'o b j e t  d 'u n  c u l t e  pour a i n s i  d i r e  n a t io n a l"  (p . 4 8 ); and 
"La p o é s ie  e s t  donc en F rance moins l a  so u rce  p rem iè re  que l 'e x t r ê m e  
é la b o ra t io n  de l a  l i t t é r a t u r e , — e t  c e la  chez l e  p eu p le  l e  p lu s  l i t t é r ­
a i r e  du monde" (p . 4 9 ) . The F rench , he a s s e r t s ,  c o n s id e r  l i t e r a t u r e  th e  
m ost s e r io u s  of o ccu p a tio n s  and c o n s id e r  th e  in s tru m e n t o f l i t e r a t u r e ,  
th e  F rench  language , th e  most sa c re d  p a r t  o f  t h e i r  h e r i t a g e .  In  marked
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c o n t r a s t  to  th e  u su a l F rench  f e a r  of seeming s e r io u s  and to  th e  F rench  
d is d a in  fo r  r u l e s ,  in  th e  c a s e  o f l i t e r a t u r e  and p a r t i c u l a r l y  in  th e  
ca se  of gram m atical c o r r e c tn e s s ,  th e  F rench  a r e  t o t a l l y  s e r io u s .  They 
demand of t h e i r  w r i te r s  a  t o t a l  subm ission  to  l i t e r a r y  r u le s  and an ab ­
s o lu te  e x a c tn e s s  and c o r r e c tn e s s  in  language .
A ll  M a u ln ie r 's  rem arks in  s e c tio n  two have been  le a d in g  to  h i s  
c e n t r a l  concern  in  t h i s  s e c t io n ;  th e  F rench  p a s s io n  fo r  la^ p o é s ie  p u re . 
What M auln ier means by t h i s  term  i s  som ething more th a n  a  way o f  d e s ig ­
n a t in g  a  p a r t i c u la r  movement a t  a  p a r t i c u l a r  tim e and c e r t a in l y  som ething 
e n t i r e l y  fo re ig n  to  a co n cep t o f  pure p o e try  a s  a  p o e try  f r e e  from 
th o u g h t. What he means i s  a  p a ss io n  fo r  a b s o lu te  p u r i ty  of e s s e n c e , f o r  
what i s  p u re ly  and t o t a l l y  p o e try . The demands f o r  a  v e ry  l i t e r a r y  po­
e t r y  a re  one m a n ife s ta t io n  o f t h i s  p a s s io n , a s  i s  th e  lo v e  o f p u re  a u s ­
t e r i t y  in  language. Y et a n o th e r  m a n ife s ta t io n  i s  th e  F rench  p o e t s ' lo v e  
fo r  ru le -m ak in g , fo r  th e o r i z in g ,  fo r  m a n ife s to e s ,  in  s h o r t ,  th e  F rench  
p o e ts ' c o n tin u in g  e f f o r t s  to  d e f in e  p o e try , t h e i r  a tte m p ts  to  i s o l a t e  
th e  p u re  essen ce  o f p o e try  i t s e l f .  Whether p o e ts  of su c c e ss iv e  g e n e ra ­
t io n s  seek  a b s o lu te  freedom  or a b so lu te  ad h eren ce  to  r u l e s ,  w hether th e y  
seek  p o e try  in  a b s o lu te  r a t i o n a l i t y  or in  t o t a l  h a l lu c in a t io n ,  a l l  r e v e a l  
th e  same q u e s t ,  a l l  seek  to  d e l iv e r  p o e try  from ev ery  elem ent fo r e ig n  to  
p o e try . M auln ier c la im s  th a t  th e re  has been no g e n e ra tio n  o f F rench  
p o e ts  which has n o t p u b lish e d  some t r a c t ,  p ro c la m a tio n , or m a n ife s to  o f 
i t s  p o e t ic  th e o ry  and d o c t r in e s  ( th e  M a n ife s te s  s u r r é a l i s t e s  a r e  th u s  
e n t i r e l y  w ith in  th e  c e n t r a l  im pulse o f F rench  p o e t ic  t r a d i t i o n ) ,  each  
c la im in g  to  p re s e n t th e  t r u e  p o e t ic  (pp. 5 2 -5 3 ) . True th e n  to  h i s  t r a ­
d i t i o n ,  M auln ier a t te m p ts  n o t on ly  to  p u r i f y  p o e try  b u t to  r e d e f in e  th e
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term  l a  p o é s ie  p u re  i t s e l f ,  and he b eg in s  by su g g e s tin g  a  more a c c u ra te  
term  ( " l e s  p r o p r ié té s  purem ent p o é tiq u e s  du la n g ag e" ) to  re p la c e  th e  one 
th a t  has g en e ra ted  so much co n fu s io n  (p . 5 5 ).
He p o in ts  ou t th e  c o n t r a d ic t io n  in  term s in  1m  p o é s ie  pu re  in s o f a r
as  one means by th a t  th e  p o s s i b i l i t y  o f  i s o l a t i n g  a  p u re  p o e t ic  e lem ent
from lan g u ag e : th e  a ttem p t to  i s o l a t e  p o e try  from  th e  atoms of language
i s  a s  v a in  a s  th e  a tte m p t to  i s o l a t e  e l e c t r i c i t y  from  th e  atoms o f m at­
t e r  (p . 5 6 ). R a th e r, he c la im s , we can o n ly  d e f in e  p o e try  a s  a  p a r t i c u ­
l a r  power of language on th in g s  t h a t  i t  d e s ig n a te s .  The e f f o r t  o f F rench
p o e try  toward l a  p o é s ie  p u re  i s  n o t th e re f o r e  an e f f o r t  to  s t r i p  th e  poem 
of a l l  c o n te n t o th e r  th a n  p o e try ,  b u t to  g iv e  to  th e  poem p o u v o ir
d 'a g i r  poétiquem ent su r  l a  t o t a l i t é  de son con tenu" (p . 5 6 ). The im pulse 
toward 1m  p o é s ie  pure i s  th u s  th e  e f f o r t  to
Rendre au langage usé  d es  r e l a t io n s  hum aines sa  fo n c tio n  o r i g i ­
n e l l e  e t  s a c ré e , r e f a i r e  l e  v e rb e  i n u t i l i t a i r e  e t  i n u t i l i s a b l e ,  d i r e  
l e  mot s o l e i l ,  ou l e  mot f r u i t ,  ou l e  mot m ort, non p a rce  q u ' i l  f a i t  
chaud, ou que l 'o n  a fa im  de f r u i t s ,  ou q u ' i l  f a u t  p ren d re  g ard e  à 
l a  m ort, m ais pour que l 'â m e  r e s s e n te  ces  o b je ts  dans le u r  s a i s i s ­
s a n te  r é a l i t é ,  e t  non pas  seu lem ent se lo n  l e s  f ig u r e s  e t  l e s  p ro ­
p r i é t é s  que nous pouvons v o i r ,  u t i l i s e r ,  ou c r a in d r e ,  m ais a u s s i  dans 
l e  m ystè re  de le u r  su b s ta n c e , de l e u r s  conséquences e t  de l e u r s  
so u rces  cosm iques, in t r o d u i r e  dans l e s  m ots non seulem ent to u t  ce 
que nous savons des c h o ses , m ais a u s s i  to u t  ce  que nous en ig n o ro n s , 
nommer un co rp s  de femme de façon  a u s s i  e f f ic a c e  q u ' i l  l ' e s t  pour 
l 'a m a n t de c ré e r  ce c o rp s  avec l ' é t r e i n t e  de son c o rp s , pour l e  
p e in t r e  avec l a  c o u le u r , pour l e  d ie u  avec l ' a r g i l e  . . .  (p . 57)
In  keeping w ith  h i s  pu rpose  o f  r e w r it in g  th e  h i s to r y  of F rench l i t ­
e r a tu r e  M auln ier opens h is  t h i r d  s e c t io n  w ith  a sweeping s ta te m e n t: " le
p rem ier grand s i è c l e  de l a  p o é s ie  f r a n ç a is e  e s t  a u s s i  l e  p lu s  grand"
(p . 6 7 ) . Though he im m ediately  q u a l i f i e s  t h i s  c la im  (he ad m its  th a t  
n o th in g  from th e  s ix te e n th  c e n tu ry  s u rp a sse s  V il lo n  o r  R ac in e , bu t
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m a in ta in s  th a t  i t s  f e r t i l i t y  h as  nev er been e q u a l le d ) , th e  to n e  of th e  
opening s ta te m e n t t y p i f i e s  th e  to n e  o f th e  e n t i r e  s e c t io n .  T hroughou t, 
M au ln ier moves f r e e ly  back and f o r th  between grand a s s e r t io n s  and e q u a lly  
grand m e tap h o rs , s e le c t in g  p re v io u s ly  n e g le c te d  p o e ts  o r  p re v io u s ly  neg­
le c te d  works fo r  th e  h ig h e s t  p r a i s e ,  s in g lin g  o u t  a cc ep ted  p o e ts  and 
s ig n i f i c a n t  sch o o ls  f o r  s c a th in g  c r i t i c i s m ,  a l l  f o r  th e  ex p re ss  p u rpose  
of re n d e r in g  j u s t i c e . F o r  to o  long  has F rench  c r i t i c i s m  f a i l e d  to  
fo llo w  th e  le a d  o f F rench  p o e try ;  th e  s ta n d a rd s  o f judgm ent s t i l l  d a te  
from a p e r io d  when fav o r was aw arded to  works w ith o u t o r i g i n a l i t y ,  w ith ­
ou t s e r io u s n e s s ,  w ith o u t g ra n d e u r , from a tim e when th e  ta s k  of l i t e r a ­
tu r e  was to  t r e a t  s im ple  them es and honored commonplaces e le g a n t ly  and 
n a t u r a l l y  (p . 6 8 ). L i t e r a t u r e  h as  sought new r o l e s ;  i t  i s  tim e , he s a y s , 
f o r  th e  l i t e r a r y  h i s to r i a n  to  do l ik e w is e .  A d e e p e r u n d e rs ta n d in g  o f 
modern p o e try ,  he b e l ie v e s ,  would a llo w  us to  p e rc e iv e  th e  t r u e  dim en­
s io n s  o f e a r l i e r  p o e try , so th a t  an  a e s th e t ic  b ased  on th e  p o e try  o f ,  
say , M allarm é and C lau d e l would r e v e a l  to  u s  th e  t r u e  w onders o f th e  
s ix te e n th  c e n tu ry . What i s  m ost needed in  l i t e r a r y  c r i t i c i s m  i s  th a t  
we c e a se  to  c o n s id e r  th e  fo rm al c l a r i t y  o f c e r t a i n  works a s  th e  b e s t  
g u a ra n te e  of t h e i r  v a lu e ; we m ust r e tu r n  to  F rench  p o e try  i t s  p ro fu n ­
d i t i e s  (p . 6 9 ). As th e  modern p o e ts  have tu rn e d  from th e  sim ple and 
e le g a n t  to  th e  more s e c r e t  and m y s te r io u s , so m ust th e  modern c r i t i c  
r e e v a lu a te  th e  t r a d i t i o n  of F rench  p o e try  in  te rm s of th e  modern a e s ­
t h e t i c .  M auln ier th e n  p ro ceed s  to  do e x a c tly  t h a t .
As we fo llo w  th e  o u t l in e s  o f M a u ln ie r 's  h i s to r y  we le a r n  more abou t 
h is  a e s th e t i c  from h i s  c h o ic e s  o f p o e ts  and from th e  q u a l i t i e s  t h a t  he 
p r a i s e s  in  t h e i r  w orks. For exam ple, he c la im s  t h a t  F ra n ç o is  V illo n
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(1431-?) gave b i r t h  to  F rench  p o e try  and th a t  in  h i s  works we f in d  i t s  
m ost a u th e n tic  th e m a tic  and s t y l i s t i c  t r a d i t i o n s ;  he d e s c r ib e s  V i l l o n 's  
s t y l e  a s  "nude,"  h i s  v o ic e  a s  th e  human v o ic e  in  i t s  p u r i t y ,  h i s  them es 
a s  ch arg in g  p o e try  w ith  a l l  th e  hum anity o f w hich p o e try  i s  c a p a b le  
(pp . 7 0 -71 ). In  th e  s ix te e n th  c e n tu ry  he p r a i s e s  th e  sch o o l o f M aurice 
Sceve (c . 1510-c. 1564 ), who he says ought to  be co n sid e re d  th e  eq u a l of 
F r a n c e 's  g r e a te s t  p o e ts ,  fo r  th e  re a so n s  t h a t  h i s  work i s  f u l l y  charged  
w ith  hum anity, th a t  i t  i s  e q u a lly  charged w ith  cosmic p re o c c u p a tio n s , 
and th a t  he made p o e t ic  language th e  h ig h e s t  s p i r i t u a l  e x e rc is e  o f  a t ­
tem p tin g  to  g rasp  th e  u n iv e r s a l  m y ste ry . He say s  th a t  Scêve jo u rn e y s  
i n t o  h im se lf and r e tu r n s  to  h u r l  language to  th e  v e ry  b o rd e rs  of th e  
cosmos (p . 74 ).
Such i s  th e  p a t t e r n  in  M a u ln ie r 's  h i s to r y .  He p r a is e s  R onsard and 
Du B e lla y , o f th e  P lé ia d e ,  and D 'Aubigne a s  o th e r  s ix te e n th -c e n tu ry  g i ­
a n t s ,  though he v a lu e s  Ronsard and Du B e lla y  f o r  a  complex o f  s e n s u a l i ty  
and innocence, a d o le sc e n t v ig o r  and g r e a t  p u r i t y  in  lan g u ag e , s e n su a l 
c e le b r a t io n  of th e  body and profound th o u g h t, and D'Aubignê f o r  h is  
a p o c a ly p tic  v is io n  and h is  w il l in g n e s s  to  c o n fro n t th e  a b y sse s  in  th e  
human s p i r i t  and th e  cosmos. Among s ix te e n th -c e n tu ry  d r a m a t is ts  he 
la u d s  G a m ie r a s  a "F rench  E liz a b e th a n ,"  lam en ts  h i s  f a t e  o f b e in g  r e l e ­
g a ted  to  s t e r i l e  c lassro o m  s tu d y  a s  a  h i s t o r i c a l  f ig u r e ,  and lam en ts  a l ­
so th a t  G a m ie r 's  l y r i c s  a re  v i r t u a l l y  unknown. He v a lu e s  in  G a m ie r  
h i s  powers o f p o e t ic  in c a n ta t io n  and h i s  t r u l y  demonic d ia lo g u e s  between 
man and th e  b la c k e s t  and most fo rm less  powers of th e  u n iv e rs e  (p . 8 7 ).
He c la im s th a t  th e  se v e n te e n th  c e n tu ry  has n o t on ly  one p e r io d  of 
g lo ry  bu t r a th e r  two summits o f eq u a l h e ig h t ,  which he lo c a te s  around
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1630 and 1670. He c i t e s  th e  f i r s t  peak a s  a  p e r io d  o f in c re d ib le  r i c h ­
n e s s  in  a l l  f i e l d s ;  th e  French language re a c h e s  a  p o in t o f  p e r f e c t io n  
which i t  w i l l  n ever s u rp a s s ,  F rench  p h ilo so p h y  rem olds th e  w orld , F rench  
p a in t in g  c h a lle n g e s  th e  supremacy o f I t a l y .  He say s  o f th e  p o e ts  o f 
t h i s  p e r io d : "M alherbe a  j e t é  h o rs  du tem ps q uelques poèmes d ’une sub­
s ta n c e  s i  d en se , s i  p u re , s i  i n a l t e r a b l e ,  q u ' i l  n 'e n  e s t  guère  q u i 
p u is s e n t  ê t r e  d i t s  p lu s  exactem ent im m o rte ls . Maynard, q u i d ép assa  son 
m a îtr e ,  e s t  re g a rd é  comme un p o è te  m in eu r, a l o r s  q u ' i l  p la n e  e t  r e s p i r e  
â l ' a i s e  â une a l t i t u d e  ly r iq u e  que L am artine  e t  Hugo ne songent même 
pas à  a t t e in d r e .  C o rn e i l le  e s t  p lu s  grand que sa  g lo i r e "  (p . 9 0 ). Only 
a f t e r  th r e e  c e n tu r ie s  o f f o o l i s h  c r i t i c i s m ,  M au ln ier c la im s , a r e  we b e­
g in n in g  to  re c o g n iz e  th e  t r u e  p r o f u n d i t ie s ,  th e  t r u e  m y s te r ie s ,  th e  t r u e
accom plishm ent o f th e s e  p o e ts .  M alherbe and M aynard, fo r  exam ple, he 
c i t e s  a s  th e  f a th e r s  o f th e  o n ly  t r u e  F rench  Rom anticism  (p . 91 ); th e y  
a re  " le s  p rem ie rs  e t  p e u t - ê t r e  l e s  p lu s  g ran d s des p o è te s  s o l a i r e s ,  au 
m a tin  d 'u n  s i è c l e  s o la i r e "  (p . 9 2 ). He c i t e s  a l s o  th e  a p o th e o s is  o f 
human power in  D e sc a rte s  and C o rn e i l le .  The c e n tu ry  cu lm in a te s  in  
R acine , who, he sa y s , consummated so t o t a l l y  th e  re so u rc e s  o f French 
p o e try  th a t  he l e f t  i t  exhausted  fo r  a  c e n tu ry  and a  h a l f  (p . 9 6 ).
P r e c is e ly  because R acine l e f t  p o e try  in  so exhausted  a  s t a t e ,  
M auln ier b e l ie v e s ,  th e  F rench  Rom antics have been o v e rv a lu ed . They 
have p r o f i t e d  by a com parison w ith  th e  ex trem e s t e r i l i t y  which preceded 
them , b u t t h e i r  p la c e  w i l l  fa d e . W ith th e  e x c e p tio n  o f G érard de N erval
th e  F rench  R om antics, he c la im s , b rough t n o th in g  new to  p o e try  o th e r
th a n  some r a th e r  tim id  in n o v a tio n s  in  form (p . 9 8 ). The n in e te e n th  cen­
tu ry  gave b i r t h ,  M auln ier b e l ie v e s ,  to  an  in c r e d ib le  number o f a d r o i t
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v e r s i f i e r s  b u t ,  a f t e r  N e rv a l, to  o n ly  two or th r e e  a u th e n t ic  p o e ts :  
B a u d e la ire , bu t no t fo r  Les F le u rs  du M al; Rimbaud, who q u ic k ly  ru n s  
th rough  a l l  th e  p o e t ic  p o s s i b i l i t i e s  and ends by s h a t te r in g  language i t ­
s e l f ,  so th a t  th e  on ly  r e v o l t  l e f t  f o r  him i s  t h a t  o f s i le n c e ;  and Mal­
larm é, who p robes and to r t u r e s  words them selves so th a t  he r e tu r n s  to  
p o e try  a l l  th e  unfathom able and un recogn ized  powers im prisoned  in  la n ­
guage i t s e l f  (pp. 99 -101).
M auln ier concludes h i s  h i s to r y  by d e s ig n a tin g  th e  tw e n t ie th  c e n tu ry , 
in  th e  works o f such w r i te r s  a s  G ide, P ro u s t ,  B ergson, V a le ry , Péguy, 
C la u d e l, A p o ll in a ir e ,  a s  showing ev e ry  s ig n  o f becoming a ro y a l  epoch in  
French p o e try , th e  "p rin tem p s lum ineux d 'u n e  n o u v e lle  R enaissance"  (p . 
102) .
In  M a u ln ie r 's  h i s to r y  o f F rench  p o e try  we can th u s  see  th e  a p p l ic a ­
t io n  o f h is  a e s th e t ic  th e o r i e s .  He v a lu e s  p o e ts  who in  t h e i r  works 
dem onstra te  a p a ss io n  fo r  p u r i ty  o f language , who c r e a te  poems ou t o f 
a courageous c o n f ro n ta t io n  b o th  w ith  them selves and t h e i r  hum anity and 
w ith  th e  very  m y s te r ie s  o f th e  cosm os, who ch a rg e  t h e i r  p o e try  w ith  bo th  
l i g h t  and d a rk n e ss , and above a l l  he v a lu e s  th o se  who r e s to r e  to  language 
th e  m ag ica l, dem iurg ic  power o f "v e rb e"  and who th u s  ach iev e  th e  c r e a t io n  
of what he c a l l s  pure p o e try .
In  one sen se , e v e ry th in g  S tev en s ever w ro te  on th e  r e la t io n s h ip s  
between th e  im ag in a tio n  and r e a l i t y  b e a rs  a profound s im i la r i ty  to  Maul­
n ie r  ' s view of p o e try  a s  a d em iu rg ic  a c t i v i t y  in v o lv in g  th e  v e ry  combat
84
of th e  cosmos and th e  word. In  t h i s  sense  th e  e s sa y s  in  The N ecessary  
Angel have a g r e a t  d e a l in  common w ith  M a u ln ie r 's  book. The s i m i l a r i t i e s  
r e v e a l ,  however, more o f a b a s ic  l ik e n e s s  in  a t t i t u d e s  th a n  any d i r e c t  
in f lu e n c e .  For exam ple, M auln ier a l ig n s  h im se lf  w ith  th o se  who a s s e r t  
th a t  th e  p o e t does n o t a d d re ss  h im se lf  to  th e  u n d e rs ta n d in g  of th e  v u l­
g a r . In  "The Noble R ider and th e  Sound o f Words" S tevens says b lu n t ly ,  
"Time and tim e a g a in  i t  has been sa id  th a t  he [  th e  p o e t ]  may n o t ad­
d re s s  h im se lf  to  an é l i t e .  1 th in k  he may. T here i s  n o t a p o e t whom 
we p r iz e  l iv in g  today  th a t  does n o t ad d re ss  h im se lf  to  an é l i t e .  The 
p o e t w i l l  co n tin u e  to  do t h i s :  to  ad d re ss  h im se lf  to  an e l i t e  even in
a c l a s s l e s s  s o c ie ty  . . . .  a l l  p o e ts  a d d re s s  them selves  to  someone and 
i t  i s  o f th e  e ssen ce  o f th a t  i n s t i n c t  . . . t h a t  i t  shou ld  be to  an é l i t e ,  
n o t to  a d rab  b u t to  a woman w ith  th e  h a i r  o f a p y th o n ess"  (NA 2 9 ). 
M auln ier v iew s F rench  p o e try  a s  th e  h ig h e s t l i t e r a r y  e x p re s s io n  of a 
h ig h ly  l i t e r a r y  c u l tu r e .  In  "The F ig u re  o f th e  Youth a s  V i r i l e  P oet"  
S tevens rem arks th a t  " today  p o e try  i s  l i t e r a t u r e  more o f te n  th an  n o t ,"  
and th e  g e n e ra l c o n te x t f o r  th e  rem arks makes i t  c le a r  t h a t  he re g a rd s  
t h i s  n o t a s  an in d ic a t io n  th a t  p o e try  i s  lo s in g  i t s  v i t a l i t y  bu t a s  e v i­
dence o f a grow ing s o p h is t ic a t io n  in  our c u l tu r e .
The two a ls o  have s im i la r  view s on th e  r o l e  o f re a so n  in  p o e try  o r ,  
r a th e r ,  on th e  s p e c ia l  kind o f reaso n  th a t  p o e try  em ploys. M aulnier 
s a y s , a s  we have n o te d , "On p eu t d é f in i r  au c o n t r a i r e  l a  p o é s ie  comme 
une r a is o n  s u p é r ie u re ,  à la q u e l le  l a  r a is o n  commune ne s u f f i t  pas"  (p .
24) and speaks o f th e  t r u l y  p o e t ic  reaso n  w hich s u rp a s se s  v u lg a r r a t i o n ­
a l i t y .  S tevens speaks o f th e  c o n t ra s t  betw een th e  "mundo o f th e  im agi­
n a t io n "  and th e  "gaunt w orld o f reason"  and n o te s  th a t  p o e try  " c r e a te s  a
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" t r u t h  t h a t  cannot be a r r iv e d  a t  by th e  re a so n  a lo n e "  (NA 5 8 ) .  S te v e n s ’ 
rem arks occur in  th e  c o n te x t o f a  d is c u s s io n  o f th e  way p o e try  p roduces 
an agreem ent w ith  r e a l i t y ,  o f  th e  way th a t  a  p o e t l i v e s  in  a  " r a d ia n t  
and p ro d u c tiv e  atm osphere" in  w hich " th e  p le a s u re  th a t  th e  p o e t has 
. . . i s  a p le a s u re  o f agreem ent w ith  th e  r a d ia n t  and p ro d u c tiv e  w orld 
in  which he l i v e s "  (NA 5 7 ). M a u ln ie r 's  rem ark o ccu rs  in  a  p assag e  which 
c la im s th a t  th e  p o e t ic .p ro c e s s  r e s to r e s  " l e s  r a p p o r ts  du monde e t  de 
l ' e s p r i t  dans le u r  p ro p o r tio n s  v é r i t a b l e s "  (p . 2 4 ).
We f in d  th e  same s o r t  of co rresp o n d en ce  in  th e  rem arks S tevens and 
M auln ier make on language. M auln ier s t a t e s  th a t  th e  p o e t names th e  ob­
j e c t s  and in  naming them engenders them and th a t  in  doing  so " i l  a p p e l le  
l e  monde à n a î t r e  une n o u v e lle  f o i s "  (p . 2 6 ). S tevens s a y s , "A p o e t 's  
words a r e  of th in g s  th a t  do n o t e x i s t  w ith o u t th e  w ords" (NA 32) and 
t h a t  th e  p o e t " c r e a te s  th e  w orld to  w hich we tu r n  in c e s s a n t ly "  (NA 3 1 ). 
S tevens speaks too  o f our deepen ing  need f o r  w ords and of th e  way we 
se a rc h  in  words " fo r  a f i n a l i t y ,  a p e r f e c t io n ,  an u n a l te r a b le  v ib r a t io n ,  
w hich i t  i s  o n ly  w ith in  th e  power o f th e  a c u te s t  p o e t to  g iv e  them" (NA 
32 ); M auln ier speaks re p e a te d ly  of th e  s u p e r io r  powers w ith  w hich th e  
p o e t in fu s e s  language .
In  "The I r r a t i o n a l  Element in  P o e try "  S te v e n s ' comments on th e  i r ­
r a t i o n a l ,  on s u r re a lis m , and on pure p o e try  have much in  common w ith  
M a u ln ie r 's  d is c u s s io n  of th e se  s u b je c t s .  There i s  no q u e s tio n  o f " in f lu ­
ence" from M au ln ie r; S tevens re a d  t h i s  paper a t  H arvard in  December 1936 
and i t  th u s  p reced es  M a u ln ie r 's  book by n e a r ly  th r e e  y e a r s .  S te v e n s ' 
a t t i t u d e s  toward su r re a lism  and toward pu re  p o e try  have g e n e ra te d  some 
c o n fu s io n . That he d isapproved  o f s u r re a lis m  and th a t  h is  i n t e r e s t  in
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l a  p o é s ie  p u re  subsided  a f t e r  th e  Harmonium p e r io d  a re  w id e ly  h e ld  v iew s. 
M ichel Benamou r e f e r s  to  Stevens* "b lin d  sp o t abou t S u rre a lism "  b u t he 
n o te s  t h a t  t h i s  d id  n o t keep S tevens from " se e k in g  th e  same s t a t e  of 
s p i r i t u a l  w holeness a s  th e s e  l a t t e r - d a y  a l c h e m i s t s . A d m i t t e d l y  S te ­
v e n s ’ p o s i t io n  on th e se  two p o in ts  i s  com plex, b u t com paring h i s  s t a t e ­
m ents w ith  th o se  o f M auln ier does much to  c l e a r  up th e  c o n fu s io n .
E vidence o f S te v e n s ' n e g a tiv e  a t t i t u d e  tow ard s u r re a lis m  i s  no t 
hard to  lo c a te .  In  a l e t t e r  to  Ronald Lane L atim er in  1936, f o r  exam ple, 
he s a y s , " B e tte r  f i f t y  m inu tes o f th e  Morgan L ib ra ry  th an  a  c y c le  in  th e  
S u r r e a l i s t  E x h ib itio n . The m etaphysics  of A r i s to t l e  em b e llish ed  by a 
m i n i a t u r i s t  who knew th e  meaning of th e  word em bellishm ent knocks th e  
m e tap h y sics  o f D a li c o ld "  (LWS p . 315). (One m ight wonder w hether S te ­
v e n s ' rem arks h e re  in d ic a te  a d i s t a s t e  f o r  s u r re a lis m  i t s e l f  o r  an a c u te  
judgm ent abou t D a l i . )  H is rem arks on a s e c t io n  of O w l's C lover perhaps 
in d ic a te  an id e a  o f s u r re a lis m  based on i t s  s u r fa c e  te c h n iq u e s ; " in  th e  
camera o f th e  su b -c o n sc io u s , th in g s  a re  n o t (may n o t be) what th e y  a re  
in  c o n sc io u sn e ss . The lo c u s t  may t i t t e r .  The t u r t l e  may sob . S u r re a l­
ism " (LWS p. 373 ). In  a n o th e r  l e t t e r  he rem ark s, " th e  su bconsc ious  
c r e a te s  n o th in g . . . .  I f  you th in k  o th e rw ise , 'd i s c o v e r ' a new elem ent 
and th e n  c r e a te  th e  l i f e  th a t  i t  w i l l  g e n e ra te  o f i t s  own f o r c e .  Dreams 
a r e  hash" (LWS p . 465 ). In  th e  "Adagia" he s t a t e s  c o n c is e ly  what he 
th in k s  has been th e  f a i l u r e  o f  su r re a lism ; "The e s s e n t i a l  f a u l t  o f s u r ­
re a l is m  i s  th a t  i t  in v e n ts  w ith o u t d is c o v e r in g . To make a  clam  p la y  an 
acc o rd io n  i s  to  in v e n t n o t to  d is c o v e r . The o b se rv a tio n  o f th e  uncon­
s c io u s ,  so f a r  a s  i t  can be o b served , should  r e v e a l  th in g s  o f  which we 
have p re v io u s ly  been u n co n sc io u s , no t th e  f a m i l ia r  th in g s  o f w hich we
87
have been co n sc io u s p lu s  im ag in a tio n "  (OP 17 7 ), And in  th e  opening o f
"The I r r a t i o n a l  Element in  P o e try "  he speaks o f th e  " d in  made by th e
s u r r e a l i s t s  and s u r r a t i o n a l i s t s "  (OP 216). Y et l a t e r  in  t h i s  same essay
he e x p re s s ly  ex c lu d es  th e  s u r r e a l i s t  p o e ts  from th e  c a te g o ry  o f th o se  he
c a l l s  th e  " c h a r la ta n s  o f th e  i r r a t i o n a l "  and h i s  f i n a l  assessm en t of
t h e i r  accom plishm ent i s  v e ry  much l i k e  th a t  o f  M au ln ier:
They a r e  e x t r a o r d in a r i ly  a l iv e  and th a t  th e y  make i t  p o s s ib le  fo r  
u s  to  re a d  p o e try  th a t  seems f i l l e d  w ith  g a ie ty  and y o u th , j u s t  
when we were beg inn ing  to  d e s p a ir  o f  g a ie ty  and y o u th , i s  immensely 
to  th e  good. One t e s t  o f  t h e i r  dynamic q u a l i ty ,  and , th e re f o r e ,  o f 
t h e i r  dynamic e f f e c t ,  i s  th a t  th e y  make o th e r  form s seem o b s o le te . 
They, in  tim e , w i l l  be ab so rb ed , w ith  th e  r e s u l t  t h a t  what i s  now so 
c o n c e n tra te d , so in c o n se q u e n tia l  in  th e  r e s t r i c t i o n s  o f a te c h n iq u e , 
so p r o v in c ia l ,  w i l l  g iv e  and ta k e  and become p a r t  o f th e  p ro cess  
o f g iv e  and ta k e  of w hich th e  grow th of p o e try  c o n s i s t s .  (OP 228)
L ike M au ln ie r, S tevens d em o n stra te s  in  t h i s  passag e  an  u n d e rs tan d ­
ing o f th e  d if f e r e n c e  between th e  s u r r e a l i s t  te ch n iq u e  and i t s  u n d e rly ­
ing a e s th e t i c ,  and l i k e  M au ln ie r, he re c o g n iz e s  th e  im portance and th e  
p o t e n t i a l  o f t h a t  a e s th e t i c .  Both men r e j e c t  dream as  th e  b a s is  fo r  
p o e try  and b o th  r e j e c t  th e  s u r r e a l i s t s ’ b e l i e f  in  th e  powers of au to m atic  
w r i t in g .  Yet b o th  reco g n ize  th e  v i t a l i t y  o f th e  movement and i t s  c o n t r i ­
b u tio n  to  th e  f i e l d  of p o e try .  When co n s id e re d  in  th e  c o n te x t o f th e  
e n t i r e  l e c tu r e ,  S tev e n s ' comment th a t  " th e y  make o th e r  form s seem obso­
l e t e "  i s  n o t a  t r i b u t e  to  th e  te c h n iq u e s  o f s u r r e a l i s t  p o e try  b u t a 
re c o g n it io n  much l i k e  M a u ln ie r 's  a s s e r t io n  th a t  th ey  have extended th e  
domain o f p o e t ic  c r e a t io n .  M a u ln ie r 's  b e l i e f  th a t  " l e  domaine conquis 
e t  occupé par l u i  a p p a r t ie n t  déso rm ais à l ' a c t i v i t é  p o é tiq u e , e t  s i  un 
c la s s ic is m e  n a i s s a i t  dem ain, ce  domaine s 'y  t r o u v e r a i t  n a tu re lle m e n t 
in c o rp o ré "  (p. 21) in d ic a te s  th e  same s o r t  o f  a t t i t u d e  tow ard th e i r  
c o n t r ib u t io n  to  p o e try , and fo r  much th e  same re a s o n s , a s  S tev e n s ' "They,
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In  tim e , w i l l  be absorbed  . . . and become p a r t  o f th e  p ro c e ss  of g iv e
and ta k e  o f  which th e  growth o f  p o e try  c o n s i s t s . "  I t  i s  t r u e  th a t  what
S tevens says w i l l  happen M auln ier b e l ie v e s  a l re a d y  has happened, b u t i t
should  be n o te d  th a t  M auln ier p r o je c t s  an  a lm o st id e n t i c a l  f u tu r e  fo r
th e  s u r r e a l i s t  a e s th e t i c :  "Le s u r ré a lism e  ne r e p ré s e n te  . . . que l a
p rem ière  phase  d 'u n e  d ia le c t iq u e  q u i d o i t  co n d u ire  à l ' u t i l i s e r ,  c ' e s t -
à - d i r e  à l e  su rm onter"  (p . 2 2 ) , and h is  comment h e re  r e f e r s  p r e c i s e ly
to  th e  in a d e q u a c ie s  o f  th e  s u r r e a l i s t  te c h n iq u e  in  making f u l l  and c o r -
12r e c t  use o f t h e i r  accom plishm ent.
S ince la^ p o é s ie  pu re  has m eant such  d i f f e r e n t  th in g s  to  each  p o e t ic  
movement th a t  has sought i t ,  o r  to  each  movement to  w hich th e  term  h as  
been a p p l ie d ,  d e te rm in in g  S te v e n s ' s ta n c e  on t h i s  is s u e  m ight seem a 
f r u i t l e s s  u n d e r ta k in g . M oreover, from v a r io u s  comments he made a t  v a r i ­
ous s t a t e s  in  h i s  c a r e e r ,  i t  becomes c l e a r  t h a t  S tevens h im se lf  d id  n o t 
alw ays mean th e  same th in g  by th e  te rm . For exam ple, in  a  1935 l e t t e r  
to  L atim er he rem arks th a t  a t  th e  tim e  o f Harmonium he l ik e d  th e  " id e a  
of images and im ages a lo n e , o r im ages and th e  m usic of v e r s e  to g e th e r .
I  then  b e lie v e d  in  p u re  p o e t ry , a s  i t  was c a l le d "  (LWS p . 288). T h is  
comment would seem to  in c o rp o ra te  th e  S ym bolist and Im ag is t id e a s  of 
pu re  p o e try ,  and i t  would seem to  in d ic a te  t h a t  S tev e n s ' i n t e r e s t  i n  th e  
concept was l im ite d  to  th e  Harmonium p e r io d .  In  an o th e r  l e t t e r  to  L a t i ­
mer in  1935 S tevens sa y s , "T here m ust be p u re  p o e try  and th e re  m ust be 
a c e r t a in  amount o f d id a c t ic  p o e t ry ,  o r  a c e r t a in  amount o f d id a c tic is m  
in  p o e try "  (LWS pp. 302-303). At t h i s  p o in t  S tevens seems to  d i s t i n g u is h  
between p o e try  in  th e  s e rv ic e  o f som ething e l s e  and a p o e try  which i s  
sim ply p o e try .
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But by th e  tim e o f "The I r r a t i o n a l  Elem ent in  P o e try ,"  j u s t  a y e a r
a f t e r  th e  rem arks j u s t  c i t e d ,  S te v e n s ' co n cep t o f th e  term  has  changed.
Now he a d d re s s e s  h im se lf  to  th e  " q u e s tio n  o f m eaning in  p o e try "  (OP 221)
13and d is c u s s e s  th e  Abbé Brém ond's v iew s o f  th e  te rm . S tev en s say s  t h a t  
Bremond " e lim in a te d  re a so n  a s  th e  e s s e n t i a l  e lem en t in  p o e try "  and d e s ig ­
n a ted  a s  "p u re  p o e try "  th a t  " in  which th e  i r r a t i o n a l  elem ent dom inated" 
(OP 2 2 2 ). S tev en s  c o r r e c t s  t h i s  p o in t  o f v iew  by sa y in g , " In  s p i t e  o f 
M. Bremond, p u re  p o e try  i s  a term  th a t  has grown to  be d e s c r ip t iv e  o f 
p o e try  in  which n o t th e  t r u e  s u b je c t  [ f o r  M. Bremond th e  t r u e  s u b je c t  
i s  God ]  b u t th e  p o e try  o f th e  s u b je c t  i s  param ount" (OP 2 2 2 ). What 
S tevens in te n d s  by t h i s  " lo o s e r  and b ro ad e r d e f i n i t i o n  o f p u re  p o e try "  
i s  n o t p r e c i s e ly  c l e a r ,  b u t th e  rem arks t h a t  fo llo w  g iv e  a  c lu e ;  "When 
we f in d  in  p o e try  t h a t  which g iv e s  u s  a  momentary e x is te n c e  on an  ex ­
q u i s i t e  p la n e , i s  i t  n e c e ss a ry  to  a sk  th e  m eaning o f th e  poem?" (OP 223). 
The two rem arks would seem to  in d ic a te  t h a t ,  f o r  S tev e n s , p u re  p o e try  
rem ains som ething in  which m eaning i s  n o t param ount, b u t he o b v io u s ly  
in te n d s  r a th e r  more th an  sound and c o lo r .
The l e t t e r s  in  th e  y e a rs  fo llo w in g  t h i s  e s sa y  in d ic a te  t h a t  S te v e n s ' 
concep t o f p u re  p o e try  co n tin u ed  to  grow and d ev e lo p . In  1939, f o r  ex­
am ple, he a f f i r m s  th a t  "pu re  p o e try  i s  r a th e r  o ld e r  and to u g h e r th a n  
Marx and w i l l  rem ain  so" (LWS p . 340). In  1940 he w r i te s  to  Hi Simons 
( in  r e fe re n c e  to  s e c t io n  XXII o f  "The Man w ith  th e  B lue G u i t a r " ) , "P o e try  
i s  th e  s p i r i t ,  a s  th e  poem i s  th e  body. C rudely  s t a t e d ,  p o e try  i s  th e  
im a g in a tio n . But h e re  p o e try  i s  used a s  th e  p o e t ic ,  w ith o u t th e  s l i g h t ­
e s t  p e jo r a t iv e  innuendo. I  have in  mind p u re  p o e try .  The p u rpose  of 
w r it in g  p o e try  i s  to  a t t a i n  p u re  p o e try "  (LWS pp. 363-364). And a  few
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weeks l a t e r ,  a g a in  to  Simons, he w r i te s :  "The id e a  o f p u re  p o e try ,  e s ­
s e n t i a l  im a g in a tio n , a s  th e  h ig h e s t  o b je c t iv e  of th e  p o e t ,  a p p e a rs  to  be , 
a t  l e a s t  p o t e n t i a l l y ,  a s  g r e a t  a s  th e  id e a  o f  God, and , f o r  th a t  m a tte r ,  
g r e a t e r ,  i f  th e  id e a  of God i s  o n ly  one o f th e  th in g s  o f th e  im ag in a tio n "  
(LWS p . 369 ). I t  becomes obvious t h a t ,  f o r  S tev e n s, "p u re  p o e try "  has 
come to  mean n o t some is o la te d  e ssen ce  o f p o e try ,  n o t some d i s t i n c t i o n  
betw een th e  s u r fa c e  q u a l i ty  o f p o e try  and i t s  m eaning, b u t som ething he 
i d e n t i f i e s  w ith  th e  im ag in a tio n  i t s e l f .  W hatever he means by th e  term  
(and such poems a s  " D e sc rip tio n  w ith o u t P la c e ,"  "A sides on th e  Oboe," 
and "N otes tow ard a Supreme F ic t io n "  w i l l  h e lp  to  c l a r i f y  th e  q u e s tio n )  
he has reached  a p o s i t io n  much l i k e  th a t  o f  M au ln ie r, who o b je c te d  to  
se e in g  p o é s ie  pure as  an a tte m p t to  i s o l a t e  from language a  p u re  po­
e t i c  elem ent and claim ed th a t  r a th e r  th a n  an e f f o r t  to  s t r i p  th e  poem of 
a l l  c o n te n t o th e r  than  p o e try , p o é s ie  p u re  i s  an a tte m p t to  g iv e  to  
th e  poem " l £  pouvo ir d 'a g i r  poétiquem ent su r  l a  t o t a l i t é  de son contenu" 
(p . 5 6 ). M a u ln ie r 's  p o s i t io n  h e re  i s  s u r e ly  much l i k e  t h a t  o f S tevens 
in  c la im in g  th a t  pure p o e try  d e s c r ib e s  p o e try  in  w hich th e  " p o e try  of 
th e  s u b je c t  i s  param ount." Both men th u s  se e  la  p o é s ie  p u re  a s  a term  
p ro p e r ly  d e s ig n a tin g  n o t a p o e try  s t r ip p e d  o f a l l  bu t i t s  " e s se n c e ,"  
w hatever th a t  may be , b u t a  p o e try  whose e ssen ce  i s  to  be a s  f u l l y  
charged  w ith  s ig n if ic a n c e  a s  p o s s ib le .
The com parison then  o f S te v e n s ' p ro se  w ith  th a t  o f M auln ier r e v e a ls  
th a t  th e  two though t much a l i k e  on th e  b a s ic  is s u e s  o f  p o e try  a s  th ey  
appeared  a t  th e  tim e. "The I r r a t i o n a l  E lem ent in  P o e try "  r e v e a ls  a mind 
much in  tu n e  w ith  th e  s ta n d s  M auln ier was to  ta k e .  More im p o rta n t, th e
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h igh  kind o f p o e try  th a t  M auln ier seek s to  d e f in e — " le  com bat même du 
cosmos e t  du v e rb e " — i s  p r e c i s e ly  th e  k ind  th a t  S tevens was to  w r i te  in  
th e  1940's .
The p ro lo g u es  a r e  o v e r . I t  i s  a q u e s tio n , now,
Of f i n a l  b e l i e f .  So, say  th a t  f i n a l  b e l i e f  
Must be  in  a  f i c t i o n .  I t  i s  tim e to  choose .
(CP 250)
The head n o te  to  "A sides on th e  Oboe" (1940) m ight be ta k en  a s  th e  
q u in te s s e n t ia l  s ta te m e n t o f S te v e n s ' p o e t ic  co n ce rn s  in  th e  y e a rs  imme­
d ia te ly  fo llo w in g  h i s  re a d in g  of M au ln ie r. At th e  c e n te r  o f h i s  p o e try  
d u rin g  th e  e a r ly  1 9 4 0 's l i e s  h i s  q u e s t fo r  a  c e n t r a l  p o e t ry .  The g o a l 
o f th a t  q u es t i s  n o t f ix e d  b u t r a th e r  th e  ongoing p ro c e s s  o f t o t a l  c r e ­
a t i v i t y —p o e s l s . The se a rc h  ev o lv es  th e  tw in  c o n c e p ts  o f m ajo r man and 
th e  supreme f i c t i o n ,  b u t th e  f ig u r e  o f th e  woman form s an  im p o rtan t p a r t  
o f th e  c o n s t e l l a t i o n  o f images and concerns t h a t  dom inate th e  l a t e r  
p o e try .
D esp ite  th e  r e c u r r in g  them es, co n ce rn s , m o t i f s ,  in  th e  p o e try  from 
Harmonium to  The Rock S te v e n s ' Im ag in a tio n  i s  n o t th e  s o r t  th a t  f in d s  
i t s  home and r e s t s  th e r e ,  nor th e  s o r t  t h a t  f in d s  a  p ro d u c tiv e  v e in  and 
s e t t l e s  down to  work and rew ork i t .  He c o n tin u e s  to  r e a d ,  to  seek , to  
grow, to  tra n s fo rm , to  c r e a te .  As we have seen  in  th e  l ik e n e s s e s  of 
co ncep ts  from M auron 's  book to  poems and p ro se  w r i t t e n  te n  y e a rs  and 
more a f t e r  h is  re a d in g  o f th e  book, S te v e n s ' p o e t ic  im a g in a tio n  i s  n o t 
f ix e d  and im perv ious to  o u ts id e  in f lu e n c e s  even in  h i s  o ld  ag e . I t  i s  
n o t ,  however, a  q u e s tio n  o f in f lu e n c e  in  th e  u s u a l  s e n s e . S tevens i s
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n o t a young p o e t b e ing  shaped by what he r e a d s ,  b u t a m atu re  p o e t n o u r­
is h in g  h im se lf  on h is  im a g in a tiv e  c o n ta c t w ith  what he c o n s id e rs  a  h ig h  
and v e n e ra b le  l i t e r a r y  c u l tu r e ,  sometimes f in d in g  new id e a s ,  sometimes 
r e f in in g  c o n v ic tio n s  he a lre a d y  h o ld s , sh a rp en in g  p o e t ic  im pu lses a l ­
read y  in  p ro g re s s .
The movement tow ard th e  c e n t r a l  co ncerns had a lre a d y  begun when 
S tevens re c e iv e d  M a u ln ie r 's  book. What he found in  M auln ier was n o t 
o n ly  th e  same p a s s io n a te  commitment to  p o e try  a s  h i s  own, b u t a concep t 
o f p o e try  v e ry  much l i k e  h is  own. The common concerns t h a t  we have seen  
in  th e  p ro se  o f S tevens and M au ln ier—th e  d e s i r e  fo r  a  p u re  p o e try  and 
fo r  a r e a l i t y  th a t  i s  more th a n  th e  sim ply p h y s ic a l  and , above a l l ,  th e  
m ag ica l power o f language in  engendering  th e  w o rld —a l l  a r e  a s  e q u a lly  
p re s e n t  and im p o rtan t in  S te v e n s ’ p o e try  a s  in  h i s  p ro s e . What we f in d  
in  th e  r e l a t io n s h ip s  between S te v e n s ' p o e try  and M a u ln ie r 's  p o e t ic  i s  a 
ca se  of an a f f i n i t y  of a t t i t u d e s  th a t  S tevens say s  may r e s u l t  in  a p o e t ’s 
a c q u ir in g  a l o t  o f th in g s  " u n c o n sc io u s ly ."  To f in d  ev id en ce  o f th o se  
a f f i n i t i e s  and o f th o se  a c q u i s i t io n s ,  w hether co n sc io u s  o r  u n co n sc io u s, 
we need o n ly  to  lo o k  to  th e  poems.
Thus in  "A sides on th e  O boe," fo r  exam ple, S tevens m ust s u re ly  have 
been in f lu e n c e d  by M au ln ie r’ s  "Tu s e ra s  m er. Tu s e ra s  femme. Tu s e ra s  
a rb re "  (p . 26) in  having th e  g la s s  man c ry  "Thou a r t  n o t A ugust u n le s s  I  
make th e e  so" (CP 251). T h is  c ry  r e p re s e n ts  e x a c t ly  M a u ln ie r’s d e s c r ip ­
t i o n  of th e  way th e  p o e t n o t o n ly  names th in g s ,  b u t in  th e  naming engen­
d e r s  them. The co rrespondence  o f th e  French  " tu "  and th e  E n g lish  " thou" 
em phasizes th e  so u rce  fo r  th e  l i n e .  The g la s s  man i s  m ajor man, a  com­
p le x  f ig u r e  whose o r ig in s  undoubted ly  in c lu d e  S te v e n s ’ a lc h e m ic a l im pulses
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of t h i s  p e r io d , b u t th e  f ig u re  s u re ly  stem s a t  l e a s t  in  p a r t  from  Maul­
n ie r  ' s  f ig u re  of b o th  p o e t and re a d e r  d is c o v e r in g  them selves in  th e  
c r y s ta l  o f th e  poem, so th a t  th rough  th e  g la s s  man "We and th e  diamond 
g lobe a t  l a s t  were one" (CP 251).
The c o n n e c tio n s  between S tevens and M au ln ier in  "N otes tow ard a 
Supreme F ic t io n "  (com pleted  in  1942, a c c o rd in g  to  th e  l e t t e r s :  see  LWS
pp. 407-408) a re  p e rv a s iv e  and p ro found , ra n g in g  from s i m i l a r i t i e s  in  
language to  th e  l ik e n e s s  of S te v e n s ' logos to  M a u ln ie r 's  v e rb e . The 
poem as  a whole i s  a m a s te r fu l e x p re s s io n — c r e a t io n  i s  perh ap s th e  b e t ­
t e r  word—o f what M auln ier c a l l s  th e  dem iurg ic  power of lan g u ag e . I t  i s  
bo th  a p o e t ic  and th e  r e a l i z a t i o n  o f th a t  p o e t ic .
The poem o f f e r s  a  w ea lth  o f app roaches f o r  com paring S tev en s and 
M auln ier. For exam ple, S tevens opens " I t  Must Be A b s tra c t"  w ith  th e  
im p era tiv e
B egin, ephebe, by p e rc e iv in g  th e  id e a  
Of t h i s  in v e n tio n ,  t h i s  in v en ted  w orld .
The in c o n c e iv a b le  id e a  of th e  sun.
(CP 380)
M auln ier, we r e c a l l ,  d e s c r ib e s  M alherbe and Maynard as  " l e s  p re m ie rs  e t  
p e u t - ê t r e  le s  p lu s  g ran d s des p o è te s  s o l a i r e s ,  au m atin  d 'u n  s i è c l e  so­
l a i r e "  and t h e i r  p o e try  a s  a dance o f " la  v i c t o i r e  a p o l l in ie n e "  (p . 9 2 ). 
T h e ir contem porary . D e sc a r te s , he d e s c r ib e s  a s  a  " c a v a l ie r  armé de 
lu m iè re , P e rsée  sauv an t Dieu des té n è b re s "  (p . 9 2 ) . S tevens say s :
Phoebus i s  dead , ephebe. But Phoebus was 
A name fo r  som ething th a t  never cou ld  be named.
There was a  p r o je c t  fo r  th e  sun and i s .
There i s  a  p r o je c t  fo r  th e  sun . The sun 
Must b ea r no name, gold f lo u r i s h e r ,  b u t be 
In  th e  d i f f i c u l t y  o f what i t  i s  to  b e .
(CP 381)
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MauIn 1er say s  o f M alherbe and Maynard t h a t  t h e i r  poems " s 'é l è v e n t ,  
tr io m p h e n t, e x p ire n t  avec l a  m a je s té  du jo u r "  (p . 9 2 ). S te v e n s ' poem 
b eg in s  a s  i f  w ith  a  s u n r is e  and poem I  o f " I t  Must Give P le a su re "  r e ­
tu rn s  to  t h i s  m o tif  :
to  c a tc h  from th a t
I r r a t i o n a l  moment i t s  u n re a so n in g .
As when th e  sun comes r i s i n g ,  when th e  sea  
C le a rs  d e e p ly  . . .
(CP 398)
M auln ier c i t e s  M aynard 's  announcement o f h i s  end:
Et l 'o n  v e r r a  b ie n tô t  n a î t r e  du s e in  de l 'o n d e  
La p rem iè re  c l a r t é  de mon d e rn ie r  s o l e i l
and comments, " I l  ne songe à m ourir que dans une d e rn iè re  v i c t o i r e  du
jo u r"  (p . 9 2 ) . S te v e n s ' poem ends w ith  a tw i l i g h t  scene:
They w i l l  g e t  i t  s t r a i g h t  one day a t  th e  Sorbonne.
We s h a l l  r e tu r n  a t  tw i l ig h t  from  th e  l e c tu r e  
P lea sed  th a t  th e  i r r a t i o n a l  i s  r a t i o n a l .
U n ti l  f l i c k e d  by f e e l in g ,  in  a  g i ld e re d  s t r e e t ,
I  c a l l  you by name, my g reen , my f lu e n t  mundo.
You w i l l  have stopped  re v o lv in g  ex cep t i n  c r y s t a l .
(CP 406-407)
The poem en d s , th e n , w ith  a v is io n a ry  moment in  a  " g ild e re d  s t r e e t . "
One v i s u a l i z e s  a go lden  s u n s e t ,  a  c r y s t a l  moment o f v ic to r y .  And th e
poem 's e p ilo g u e  b eg in s
S o ld ie r ,  th e r e  i s  a  war betw een th e  mind
And sky , betw een th o u g h t and day and n ig h t .  I t  i s
For t h a t  th e  p o e t i s  alw ays in  th e  sun
(ÇP 407)
C e r ta in  o th e r  them es from M a u ln ie r 's  h i s to r y  o f French l i t e r a t u r e  
appear in  th e  poem. Of C o rn e i l le  he sa y s , " C o rn e il le  e s t  l e  d e rn ie r  
h é ro s  de c e t t e  è re  h é ro ïq u e  où f u t  accom pli l 'u n  des p lu s  g ran d s  e f f o r t s  
de l'hom me, e t  des p lu s  féco n d s , pour une p lu s  com plète p o s se s s io n  du
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monde. . . . l e s  h é ro s  de C o rn e i l le  s 'a f f i r m e n t  m a îtr e s  d 'e u x  e t  m a ître s  
du monde"; he says to o  th a t  " c e t t e  ap o th éo se  du p u r pouvo ir humain o f ­
f r a i t  m alheureusem ent à C o rn e i l le  l e s  t e n t a t i o n s  de  l a  r h é to r iq u e ,  du 
'r o m a in , ' du sub lim e" (p . 9 3 ) . The id e a  o f th e  h e ro  p e rv ad es  S te v e n s ' 
w r i t in g  in  th e  e a r ly  1 9 4 0 's  (P a r ts  o f a  World ends w ith  "An E xam ination  
o f th e  Hero in  Time o f  War") b u t  h is  v e r s io n  o f  th e  h e ro , m ajor man, 
d i f f e r s  from th a t  o f  C o r n e i l le .  Poem IX o f " I t  Must Be A b s tra c t"  say s  
th a t
The rom an tic  in to n in g ,  th e  declaim ed c la irv o y a n c e  
Are p a r t s  o f a p o th e o s is ,  a p p ro p r ia te  
And o f i t s  n a tu re ,  th e  idiom  th e re o f .
(CP 387)
But he goes on to  say  th a t  " a p o th e o s is  i s  n o t /  The o r ig in  o f  th e  m ajor
man" (CP 38 7 ). S te v e n s ' m ajor man i s  n o t th e  d ec la im in g  h e ro  o f Cor­
n e i l l e ,  he i s  even a t  tim es  th e  com edian in  sag g in g  p a n ta lo o n s , b u t he 
i s  n e v e r th e le s s  a h e ro . M oreover, he i s  n o t one o f C o r n e i l l e 's  f a n a t i c a l  
h e ro es  who i s  w i l l in g  to  s a c r i f i c e  e v e ry th in g  and everyone to  e s t a b l i s h
h i s  m aste ry  o f h im se lf  : "The m an-hero i s  n o t th e  e x c e p tio n a l  m o nste r"
b u t p e rh ap s "he t h a t  of r e p e t i t i o n  i s  m ost m a s te r"  (CP 4 0 6 ). T hat i s ,  
he i s  m aste r of h i s  w orld  in  th e  way he e n jo y s  i t s  e x p e r ie n c e s , i t s  r e ­
c u r r in g  c y c le s ,  i t s  " v a s t  r e p e t i t i o n s  f i n a l  i n  /  Them selves and , th e r e ­
f o r e ,  good ,"  th e  r e p e t i t i o n s  th a t  a re  p a r t  o f " th e  going  round /  And 
round and ro und , th e  m ere ly  go ing  round" u n t i l  "m erely  go ing  round i s  a 
f i n a l  good" (CP 4 0 5 ).
A nother p a r a l l e l  betw een M auln ier and S tev e n s  may be seen  in  Maul­
n ie r  ' s  d is c u s s io n  o f th e  P lé ia d e  (a group of s ix te e n th -c e n tu ry  F rench  
p o e ts  w hich in c lu d e s  Du B e lla y  and R onsard) and o f N e rv a l. He say s  of
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th e  P lé ia d e ’ s u se  o f m ythology th a t  i t  i s  ’’comme l a  p r o je c t io n  du v i s i b l e  
san s  f ig u r e  en f ig u re s  i n v i s i b l e s "  (p . 78) and o f  N erv a l, "Ce p o è te  f i t  
du lan g ag e  l e  magique in s tru m e n t d ’un commerce c o n t in u e l  e n t r e  . . . l e s  
c h o ses  e t  l e s  e s p r i t s  des ch o ses"  (p . 98) and th a t  h is  p o e try  i s  "ce  
m iro ir  où se  r e f l è t e  l a  p a r t  i n v i s i b l e  du monde" (p . 9 9 ). The " p ro je c ­
t i o n  du v i s i b l e  san s  f ig u r e  en f ig u r e s  i n v i s i b l e s "  cou ld  v e ry  w e ll  se rv e  
a s  a g lo s s  on what S tevens means by " I t  Must Be A b s t r a c t ."  The s e n s u a l 
c o n c re te n e s s  o f  "N otes toward a Supreme F ic t io n "  in  i t s  v iv id  im ages and 
c o lo r s ,  i t s  s u b tle  b u t i n s i s t e n t  rhym es, and i t s  d ram a tic  c h a r a c te r s  in ­
d ic a te s  th a t  S tevens does n o t in te n d  by " a b s t r a c t "  th e  o p p o s ite  o f "con­
c r e t e . "  The a b s t r a c tn e s s  o f th e  supreme f i c t i o n  means i t s  e s s e n c e , th e  
th in g  th a t  must b ear no name b u t m ust sim ply  b e , th e  p r in c ip le  and fo rc e  
o f  p o e s is  r a th e r  th an  th e  c re a te d  th in g .  Through th e  s e n s u a l and con­
c r e t e  e lem en ts in  th e  poem and th ro u g h  th e  p o e t ic  th e o ry  he d ev e lo p s 
th e re  S tevens does manage th a t  paradox  o f  th e  " v i s ib l e  san s  f ig u r e "  and 
th e  " f ig u r e s  i n v i s i b l e s . "  The poem does r e f l e c t  th e  i n v i s i b l e  p a r t  o f 
th e  w orld . Thus, o f th e  supreme f i c t i o n  he say s :
I t  must be v i s i b l e  o r  i n v i s i b l e .
I n v i s ib l e  o r v i s i b l e  o r b o th :
A see in g  and u n see in g  in  th e  ey e .
The w eather and th e  g ia n t  o f th e  w e a th e r .
Say th e  w ea th e r, th e  mere w ea th e r, th e  mere a i r :
An a b s t r a c t io n  b looded , a s  a  man by th o u g h t.
(CP 385)
And of m ajor man:
The m ajor a b s t r a c t io n  i s  th e  id e a  o f  man 
And m ajor man i s  i t s  ex p o n en t, a b le r  
In  th e  a b s t r a c t  th an  in  h i s  s in g u la r .
More fecund a s  p r in c ip le  th a n  p a r t i c l e .
Happy fe c u n d ity , f lo r -a b u n d a n t f o r c e .
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In  being  more th an  an  e x c e p tio n , p a r t .
Though an h e ro ic  p a r t ,  o f th e  conm onal.
(CP 388)
The p ro je c t io n  o f th e  " v i s ib le  san s  f ig u r e  en f ig u r e s  I n v is ib le s "  
co u ld  a l s o  se rv e  a s  a  g lo s s ,  in c id e n ta l ly ,  on S te v e n s ' co n c e p tio n  of th e  
n e c e ss a ry  a n g e l , who p ro c la im s:
Yet I  am th e  n e c e ss a ry  an g e l o f e a r th ,
S in ce , in  my s ig h t ,  you see  th e  e a r th  a g a in ,
C leared  o f  i t s  s t i f f  and s tu b b o rn , m an-locked s e t
(CP 496-497)
And a s k s :
Am I  n o t ,
M yse lf, o n ly  h a l f  o f a  f ig u re  o f  a s o r t ,
A f ig u r e  h a l f  seen , o r  seen f o r  a moment, a  man
Of th e  m ind, an  a p p a r i t io n  a p p a re lle d  in
A p p are ls  o f  such l i g h t e s t  look  th a t  a tu rn
Of my sh o u ld e r and q u ic k ly , to o  q u ic k ly , I  am gone?
(CP 497)
In  a  deep sen se  "N otes toward a  Supreme F ic t io n "  may be viewed a s  a  
lo v e  poem, and i t  i s  in  look ing  a t  th e  poem from t h i s  p e r s p e c t iv e  th a t  
we d is c o v e r  Che m ost s ig n i f i c a n t  r e la t io n s h ip s  betw een M auln ier and S te ­
v e n s . M au ln ier n o te s  th e  im portance o f a c tu a l  lo v e  i n  th e  t r a d i t i o n  o f 
F rench  p o e try ;  he r e j e c t s  th e  tendency  to  make o f S c ê v e 's  D é lie  a  mere 
sym bolic p e r s o n i f i c a t i o n ,  fo r  exam ple, and r e a s s e r t s  h e r  i d e n t i t y  a s  a  
r e a l  woman whom Scêve loved  p a s s io n a te ly .  He n o te s  to o  t h a t  th e  s u b je c t  
o f  lo v e  a lo n e  i s  exempt from th e  F rench  demand f o r  th e  p u r i f i c a t i o n  o f  
s u b je c t s  by long  a s s o c ia t io n  w ith  th e  l i t e r a r y  c u l tu r e .  W ith th e  p o s s i ­
b le  e x c e p tio n s  o f "Red Loves K it"  (OP 30-32) and "Two L e t t e r s "  (OP 107- 
1 0 8 ), S tevens n ev er w r i te s  a  c o n v e n tio n a l lo v e  poem and in  f a c t  s a y s .
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somewhat s t u f f i l y ,  in  one o f th e  N ecessary  Angel l e c tu r e s  th a t  " lo v e  i s
no t a s u b je c t u n le s s  th e  w r i te r  o f th e  song [ o r o f th e  poem ]  i s  in
lo v e"  (NA 121). Yet "N otes tow ard a  Supreme F ic t io n "  i s  in  many ways a
lo v e  poem n o t too  d i f f e r e n t  in  im pulse from th o se  M auln ier c i t e s  from
th e  g re a t  French l y r i c i s t s .
The poem b eg in s  w ith  an  a d d re ss  to  a lo v e r :
And fo r  w hat, ex cep t fo r  you, do I  f e e l  lo v e?
Do I  p re s s  th e  e x tre m es t book o f th e  w ise s t  man 
C lose to  me, h idden  in  my day and n ig h t?
In  th e  u n c e r ta in  l i g h t  of s in g le ,  c e r t a in  t r u t h .
Equal In  l iv in g  changlngness to  th e  l i g h t  
In  which I  meet you. In  which we s i t  a t  r e s t .
For a moment In  th e  c e n t r a l  o f our b e in g .
The v iv id  tra n s p a re n c e  th a t  you b r in g  I s  peace .
(CP 380)
The "you" add ressed  in  t h i s  s e c t io n  i s  of co u rse  n o t an  a c tu a l  woman. 
S tevens i s  n o t l i k e  th e  French l y r i c i s t s  In  t h i s  r e s p e c t .  But on one 
le v e l  th e  "you" I s  a l l  th e  women In  t h i s  poem a s  w e ll a s  a l l  th e  v a r io u s  
fem ale f ig u re s  a s s o c ia te d  w ith  th e  c r e a t iv e  p ro cess  th ro u g h o u t S te v e n s ' 
p o e try : th e  P a l t r y  Nude, th e  s in g e r  a t  Key W est, th e  P u e lla  P a rv u la ,
th e  I n t e r i o r  Paramour and o th e rs .  In  Jun g ian  te rm s, th e  "you" i s  th e  
p o e t 's  anim a, whom he c l e a r ly  i d e n t i f i e s  w ith  h is  p o e t ic  s e l f ,  a s  In  th e  
f ig u r e s  j u s t  c i t e d .  S tevens tra n s fo rm s  th e  anima f ig u r e  In to  th e  v a r io u s  
women of th e  poem, o b je c t i f y in g  and m etam orphosing h e r  In to  such c h a ra c ­
t e r s  a s  N anzla N unzlo, th e  m aiden Bawda, th e  b lu e  woman, and th e  f a t  
g i r l  o f th e  poem 's f i n a l  s e c t io n .
Yet th e  women In  th e  poem a re  n o t m ere ly  p r o je c t io n s  o f th e  p o e t 's  
anim a. L ike th e  "you" o f th e  poem 's head n o te , th ey  a r e  a ls o  f ig u r e s  fo r  
p h y s ic a l r e a l i t y .  We have a lre a d y  no ted  in  S te v e n s ' d e v o tio n  to  th e  r e ­
a l i t y  o f th e  o b je c t iv e  w orld th e  s im i l a r i t y  to  A uguste B r ê a l 's  d e s c r ip ­
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t io n  o f th e  a r t i s t  a s  th e  p e rp e tu a l  lo v e r  ("1*amoureux p e rp é tu e l" )  o f 
th e  r e a l .  S tevens acco m p lish es  in  t h i s  poem th e  m a rria g e  betw een him­
s e l f  and h i s  w o rld , betw een th e  s u b je c t iv e  and th e  o b je c t iv e ,  betw een 
h is  p o e t ic  pow ers and th e  w orld on w hich th ey  a c t ,  and we see  in  th e  
women in  th e  poem f ig u r e s  compounded b o th  o f h i s  s u b je c t iv e  im a g in a tio n  
and o b je c t iv e  r e a l i t y ,  a s  we see  in  th e  m a rria g e  poems th e  un io n  o f th e  
a c t iv e ,  r a t i o n a l ,  m ascu lin e  w ith  th e  f e r t i l e ,  i r r a t i o n a l  fem in in e . I t  
i s ,  in  s h o r t ,  a  p e r f e c t ly  in te g ra te d  poem an d , on one l e v e l ,  may be ta k en  
a s  th e  in t e g r a t i o n  o f th e  p o e t w ith  h i s  w orld , though  we m ight n o te  th a t  
S tevens a t  th e  end o f  th e  poem p r o je c t s  t h i s  u n io n  a s  a  f u tu r e  s t a t e ,  
som ething th a t  one day  " w i l l  have happened" (CP 4 0 7 ).
The woman f i r s t  ap p e a rs  in  th e  poem a s  Eve, who "made a i r  th e  m ir­
r o r  o f h e r s e l f ,  /  Of h e r  sons and o f h e r  d a u g h te rs"  (CP 3 8 3 ). The pun 
on " a i r , " which i s  b o th  th e  atm osphere we b re a th e  ( th u s  r e a l i t y )  and 
song ( th u s  p o e try )  e s ta b l i s h e s  th e  in te rc h a n g e  and u n io n  betw een th e  
s u b je c t iv e  im a g in a tio n  and p h y s ic a l  r e a l i t y ;  th e  a u r a l  pun w ith  " h e ir "  
com bines th e  un ion  o f s e l f  and o th e r  and th e  new r e a l i t y  c re a te d  o f  th a t  
u n io n . Because "The f i r s t  id e a  was n o t our own" and because  "Adam /  In  
Eden was th e  f a th e r  o f D e sc a r te s"  th e  un io n  h e re  betw een Adam and Eve 
becomes th e  un ion  betw een th e  m ascu lin e  and r a t i o n a l  and th e  fem in in e  
and im a g in a tiv e , and t h i s  un io n  becomes th e  g e n e s is  o f th e  t o t a l  r e a l i t y  
"from  [  which ]  th e  poem sp r in g s "  (CP 383).
The f u l f i l lm e n t  o f lo v e  m o tif  c o n tin u e s  in  " I t  Must Change": "T h is
warmth i s  f o r  lo v e rs  a t  l a s t  acco m p lish in g  /  T h e ir  lo v e "  (CP 3 9 1 ), and 
th e  language o f  lo v e , in te n s e ly  s e n s u a l ,  p e rv ad es  t h i s  s e c t io n .  For ex­
am ple, poem IV s e x u a l iz e s  th e  in t e g r a t i o n s  i t  c o n ta in s :
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Two th in g s  o f o p p o s ite  n a tu re s  seem to  depend
On one a n o th e r ,  a s  a man depends
On a  woman, day on n ig h t ,  th e  im agined
On th e  r e a l .  T h is  i s  th e  o r ig in  o f change .
W inter and s p r in g ,  co ld  c o p u la r s ,  em brace 
And f o r t h  th e  p a r t i c u l a r s  o f  r a p tu r e  come.
Music f a l l s  on th e  s i le n c e  l i k e  a  s e n s e ,
A p a s s io n  th a t  we f e e l ,  n o t  u n d e rs ta n d .
M orning and a f te rn o o n  a r e  c la sp e d  to g e th e r
And N orth  and South  a re  an  I n t r i n s i c  co u p le  
And sun and r a i n  a  p lu r a l ,  l i k e  two lo v e r s  
T hat w alk away a s  one in  th e  g re e n e s t  body.
(CP 392)
In  poem V II th e  s e n s u a l i ty  o f th e  n a t u r a l  w orld  i n t e n s i f i e s — i t  m ight
even be s a id  to  g e n e ra te —th e  lo v e r s ' p a s s io n :
T on igh t th e  l i l a c s  m agnify  
The easy  p a s s io n , th e  e v e r- re a d y  lo v e  
Of th e  lo v e r  th a t  l i e s  w ith in  us
(CP 394)
The b re a th  m etaphor makes th e  p o e t 's  lo n g in g  f o r  th e  lo v in g  u n io n  of
h im se lf  and h i s  w orld  seem b o th  n a t u r a l  and p o s s ib le :
The lo v e r  s ig h s  a s  fo r  a c c e s s ib le  b l i s s .
Which he can  ta k e  w ith in  him on h i s  b r e a th .
P o sse ss  in  h i s  h e a r t ,  c o n c e a l and n o th in g  known.
For easy  p a s s io n  and e v e r- re a d y  lo v e  
Are o f  our e a r th y  b i r t h  and h e re  and now 
And w here we l i v e  and everyw here we l i v e
(CP 395)
In  poem V II I  th e  lo v e  m o tif  c u lm in a te s  i n  a m a rriag e  poem, w hich
m e r i ts  q u o tin g  in  i t s  e n t i r e ty :
On h e r  t r i p  around th e  w o rld , N anzia Nunzio 
C onfron ted  Ozymandias. She went 
Alone and l i k e  a  v e s ta l  lo n g -p re p a re d .
I  am th e  spouse . She to o k  her n e c k la c e  o f f
And l a id  i t  in  th e  sand . As I  am, I  am
The sp o u se . She opened h e r  s to n e -s tu d d e d  b e l t .
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I  am th e  spouse , d iv e s te d  o f b r ig h t  g o ld ,
The spouse beyond em erald o r  am eth y st.
Beyond th e  bu rn ing  body th a t  I  b e a r .
I  am th e  woman s tr ip p e d  more naked ly
Than n ak ed n ess , s ta n d in g  b e fo re  an in f l e x ib l e
O rder, say in g  I  am th e  con tem pla ted  spouse .
Speak to  me t h a t ,  w hich spoken, w i l l  a r r a y  me 
In  i t s  own on ly  p re c io u s  ornam ent.
S e t on me th e  s p i r i t ' s  diamond c o ro n a l .
C lo th e  me e n t i r e  in  th e  f i n a l  f i la m e n t .
So th a t  I  trem b le  w ith  such lo v e  so known 
And m yself am p re c io u s  f o r  your p e r f e c t in g .
Then Ozymandias s a id  th e  sp o u se , th e  b r id e
I s  n ev e r naked . A f i c t i v e  co v erin g
Weaves alw ays g l i s t e n in g  from th e  h e a r t  and m ind.
(ÇP 395-396)
For one who has re a d  M auln ier c e r t a i n  resem b lan ces  s tan d  o u t a t  
once. The r e c u r r in g  theme in  M a u ln ie r 's  d is c u s s io n  o f  s e v e n te e n th -  
c e n tu ry  F rench  p o e ts  i s  th e  way in  which th e y  in f u s e  t h e i r  lo v e  poems 
w ith  a  p o e t ic  m e d ita t io n  t h a t  c a l l s  f o r t h  th e  c r e a t io n  o f th e  w orld .
T h is  seems to  me p r e c i s e ly  th e  im pulse t h a t  u n d e r l i e s  "N otes tow ard a  
Supreme F i c t i o n . "  What M au ln ier c a l l s  th e  " fu s io n  n u p t i a le  de  l a  con­
n a is s a n c e  e t  de l a  s e n s u a l i té "  in  th e  work of Scêve cou ld  e a s i l y  d e s c r ib e  
th e  un ion  o f Ozymandias and N anzia N unzio, and th e  " f i c t i v e  co v erin g "  
which "weaves alw ays g l i s t e n in g  from th e  h e a r t  and mind" and th e  " s p i r i t ' s  
diamond c o ro n a l” which she r e q u e s ts  r e c a l l  bo th  th e  n u p t i a l  fu s io n  o f 
knowledge and s e n s u a l i ty  and S c ê v e 's  woman whose coun tenance  i s  " c e in t  
de to u te s  l e s  é t o i l e s "  (p . 7 5 ). We m ight a ls o  r e c a l l  M a u ln ie r ' s  d e s c r ip ­
t i o n  of Maynard and M a lh e rb e 's  r a d ia n t  women w ith  " v is a g e s  de  feu "  (p .
9 2 ). The n u p t i a l  fu s io n s  c o n tin u e  in  " I t  Must G ive P le a s u r e ,"  where in  
poem IV th e  "m y stic  m a rriag e"  betw een th e  g r e a t  c a p ta in  and th e  maiden
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Bawda s i g n i f i e s  th e  u n io n  of man, m ind, and lo g o s  w ith  th e  bawdy e a r th ,  
" l o v e 's  c h a ra c te r s  come fa c e  to  fa c e "  (CP 4 0 1 ). What d i s t in g u is h e s  S te ­
v e n s ' lo v e  poem from  th o se  o f th e  s e v e n te e n th -c e n tu ry  F rench  p o e ts  i s  
t h a t ,  acc o rd in g  to  M au ln ie r, th e  F ren ch  p o e ts  ground t h e i r  cosm ic medi­
t a t i o n s  on th e  lo v e  f o r  an a c tu a l  m is t r e s s ,  w hereas S te v e n s ' fem ale  f i g ­
u re s  a r e  o b v io u s ly  more l i k e  what M au ln ier d e s c r ib e s  a s  th e  "fantôm e 
p re sq u e  a r b i t r a i r e  de 1 ' im ag in a tio n "  o f  N erv a l, though th e  a p p ro p r ia te ­
n e s s  o f  S te v e n s ' embodying h is  p o e t ic  in te g r a t io n s  in  f ig u r e s  o f th e  
woman and m arriag e  makes h i s  c h o ic e  o f  th e  woman by no means a r b i t r a r y .
What i s  most s i g n i f i c a n t  in  th e  resem b lances  betw een S te v e n s ' poem 
and M a u ln ie r 's  d is c u s s io n  i s  th e  co rresp o n d en ce  of t h e i r  c o n c e p ts  o f th e  
d em iu rg ic  powers o f  p o e t ic  la n g u ag e , th e  m ag ica l "v e rb e"  t h a t  engenders 
th e  w o rld . "N otes tow ard a Supreme F ic t io n "  c a l l s  th e  w orld  in to  e x i s t ­
en ce . I t  opens w ith  S te v e n s ' d e c la r a t io n  o f lo v e  fo r  t h a t  w orld  and , in  
th e  p ro c e s s  by w hich he develops h i s  n o te s  tow ard th e  supreme f i c t i o n ,  
he c a l l s  th a t  p o s s ib le  w orld to  be b o rn . Poem I  o f " I t  Must Be A b s tra c t"  
opens w ith  a d e l ib e r a t e  echo o f G en es is : "B egin , ephebe, by p e rc e iv in g
th e  id e a  /  Of t h i s  in v e n tio n ,  t h i s  in v e n te d  w orld" (CP 3 8 0 ). The p o e t-  
c r e a to r  in  e f f e c t  c a l l s  th e  sun to  be bo rn  anew, n o t by naming i t  in  th e  
c o n v e n tio n a l se n se — "Phoebus was /  A name fo r  som ething t h a t  n ev e r could 
be named" (CP 381)— b u t by speak in g  th e  words th a t  c a l l  i t  f o r t h  in  a l l  
i t s  r a d ia n t  g lo ry  o f  b e in g , n o t th e  c o n c re te ,  named th in g ,  b u t th e  ab­
s t r a c t  r e a l i t y  w hich p reced es  i t .  The supreme f i c t i o n  i s  n o t som ething 
th e  p o e t p r o je c t s  o u t o f h im se lf ,  because  " th e  f i r s t  id e a  was n o t our 
own" (CP 383), and
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T here was a muddy c e n tr e  b e fo re  we b re a th e d . 
There was a myth b e fo re  th e  myth began . 
V enerab le  and a r t i c u l a t e  and com plete .
From t h i s  th e  poem s p r in g s
(CP 383)
Language i s  th e  key to  th e  c r e a t io n  o f th e  supreme f i c t i o n ,  "Logos 
and lo g ic ,  c r y s t a l  h y p o th e s is ,"  and to  th e  p o s s i b i l i t y  o f m ajor man, th e  
"Beau l i n g u i s t "  who may draw h i s  power from r e a l i t y  and from language: 
"He m ight ta k e  h a b i t ,  w hether from wave o r p h ra s e ,  /  Or power of th e  
wave, o r deepened speech" so t h a t  i t  i s  "As i f  th e  language su dden ly , 
w ith  e a s e , /  Said  th in g s  i t  had la b o r io u s ly  spoken" (CP 387 ).
The c r e a t io n  of th e  p o s s i b i l i t y  o f m ajor man, a s  much an a b s t r a c ­
t i o n  and th u s  a s  in d e f in a b le  a s  th e  supreme f i c t i o n  i t s e l f — "Give him /  
No names. D ism iss him from your im ages" (CP 388 )—c a l l s  f o r th  th e  new 
r e a l i t y  toward which th e  poem s t r i v e s .  Thus " I t  Must Change" opens w ith  
th e  booming o f b e e s , a  pun on th e  new b e - in g  th e  poem i s  c r e a t in g ;  i t  i s  
a  "b e g in n in g , n o t resum ing , t h i s  /  Booming and booming o f  th e  new-come 
bee" (CP 3 9 1 ). The in t e n s i t y  o f sound in  th e  bee  p assag es  th rough  th e  
r e p e t i t i o n  of th e  "bee" and "be" sounds, th e  rhymes o f "resum ing" and 
"boom ing," s e rv e s  to  em phasize th a t  th e  new r e a l i t y  i s  th e  p ro d u c t o f 
language; we r e c a l l  S te v e n s ' a s s e r t io n  th a t  "above e v e ry th in g  e l s e ,  po­
e t r y  i s  w ords; and th a t  w ords, above e v e ry th in g  e l s e ,  a r e ,  in  p o e try ,  
sounds" (NA 3 2 ). N early  a l l  th e  poems in  " I t  Must Change" a re  in te n s e ly  
s e n s u a l ,  in te n s e ly  r i c h  in  sound and c o lo r ,  w hich se rv e s  a ls o  to  u n d e r­
sc o re  th e  r e a l i t y  th e  p o e t i s  c r e a t in g .  The s e c t io n  swarms and reso u n d s  
w ith  l i f e  and s e n s u a l i ty ;  i t  i s  t h i s  p a r t  o f th e  poem th a t  c o n ta in s  th e  
c o p u la rs  we no ted  above and th e  N anzia Nunzio poem, a s  w e ll  a s  th e  t r o p -
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l e a l  c o lo rs  o f th e  South  Sea is la n d  poem (V) w ith  i t s  g re e n , tu rq u o is e ,  
o ran g e , m elon, p in k  and r e d ,  and th e  p a r lia m e n t o f fow ls poem (VI) w ith  
i t s  b loody  w ren, f e lo n  j a y ,  ju g - th ro a te d  r o b in ,  monotonous "k é -k é"  and 
sp a rro w 's  i n s i s t e n t  "B ethou , b e th o u , b e thou  me in  my g la d e ,"  so t h a t  th e  
"b e th o u s compose a  h eav en ly  gong" (CP 3 9 4 ). A ll  th e  sounds come to g e th e r  
in  poem IX, where th e  p o e t t e l l s  u s  th a t  he  w ants to  speak  to  us and th a t
I t  i s  th e  g ib b e r is h  o f th e  v u lg a te  t h a t  he se e k s .
He t r i e s  by a  p e c u l ia r  speech  to  speak
The p e c u l ia r  p o ten cy  o f th e  g e n e ra l .
To compound th e  im a g in a t io n 's  L a t in  w ith
The lin g u a  f ra n c a  e t  jo c u n d iss im a .
(CP 397)
The m ag ica l power o f language m a rr ie s  th e  p o e t to  r e a l i t y ,  h i s  poem 
to  th e  w orld , h i s  re a d e r  to  th e  t o t a l  p o e t ic  e x p e rien ce  th e  poem c r e a te s .  
The poem does what M au ln ier d e s ig n a te s  a s  th e  p ro p er f u n c t io n  of p o e try : 
" o f f r i r  au p lu s  s o l id e  du langage e t  au p lu s  m y s té rieu x  du monde l e  l i e u  
d 'u n e  m ira c u le u se  c o ïn c id e n c e "  (p . 1 3 ); th e  words do evoke a  "co rre sp o n ­
dance in c a n ta to i r e  au monde" (p . 1 4 ). S te v e n s , a s  M au ln ier b e l ie v e s  th e  
p o e t m ust do , in f u s e s  language w ith  b o th  se n se  and pow er. He becomes in  
t h i s  poem th e  "beau  l i n g u i s t "  whose words engender th e  w orld  in  " I t  Must 
Be A b s t r a c t ."  H is words c r e a te  th e  n e c e s s i ty  and th e  w i l l  f o r  change in  
" I t  M ust Change" a s  w e l l  a s  p ro v id in g  c o n s o la t io n  fo r  th e  d e a th  t h a t  i s  
an in e v i ta b le  p a r t  o f change in  th e  re sp o n se  to  th e  monotonous d e a th  
sound of "k ê-ké"  in  poem V II: " I t  i s  /  A sound l i k e  any o th e r .  I t  w i l l
end" (CP 394), and th e y  p ro v id e  th e  f i c t i v e  co v erin g  f o r  th e  b r id e .  I t  i s  
h i s  words th a t  g iv e  p le a s u r e ,  no t o n ly  in  " I t  Must G ive P le a s u re "  b u t in  
a l l  th e  se n su a l r ic h n e s s  o f th e  t o t a l  poem. And h is  words f i n a l l y  name 
th e  " f a t  g i r l ,  t e r r e s t r i a l "  th e  g reen  and " f lu e n t  mundo" and c r e a te  th e
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p o s s i b i l i t y  of t h a t  f i n a l  c r y s t a l  r e s o lu t io n .  H is poem I s  th e  e ssen ce  
o f  w hat M auln ier c a l l s  " l e  combat même du cosmos e t  du v e rb e "  so t h a t  
th e  e p i lo g u e 's  war theme comes In e v i ta b ly  from  th e  am b itio u s  u n d e rta k in g  
o f  th e  poem.
In  th e  th r e e  m ost I n te n s e  lo v e  poems we see  th e  r i c h e s t  r e a l i z a t i o n  
o f p o e try  a s  "une d es  form es le s  p lu s  h a u te s  de l a  d ia l e c t iq u e  humaine" 
(M au ln ier p . 1 5 ). The m a rr ia g e  o f Ozymandias and N anzia Nunzio s ig n i ­
f i e s  th e  u n ion  o f th e  p o e t 's  s e l f  and anim a, o f mind and body, tho u g h t 
and f e e l in g .  Im ag in a tio n  and r e a l i t y .  The b r id e ,  a s  we have a l re a d y  
n o te d . I s  b o th  th e  p o e t 's  anima ( th u s  a  f i g u r e  f o r  th e  u n c o n sc io u s , and 
s u b je c t iv e )  and th e  p h y s ic a l  world ( th u s  a  f ig u r e  f o r  th e  o b je c t iv e ) ,  
th e  e a r t h  m other a rc h e ty p e  tran sfo rm ed  by th e  power o f  p o e t ic  language 
to  v e s t a l  b r id e .  The poem 's In te n s e  s e n s u a l i ty  I s  h e ig h te n e d  by th e  
s t e a d i l y  In c re a s in g  tempo of th e  words she sp eak s  a s  she  d is r o b e s ,  h e r 
s e n te n c e s  becoming lo n g e r  and more In te n s e  u n t i l  th e  moment o f consumma­
t i o n  when th e  words a r e  spoken which c lo th e  h e r  In  th e  g l i s t e n in g  f i c t i v e  
c o v e r in g . In  v iew  o f th e  poem 's In te n s e  s e x u a l i ty  and th e  m a rr ia g e  con­
summation th a t  I t  a t  l e a s t  f i g u r a t iv e ly  c o n ta in s  I t  I s  a p p ro p r ia te  th a t  
S te v e n s ' om issio n  o f th e  q u o ta tio n  m arks f o r  c o n v e rs a t io n  and o f a t  l e a s t  
one comma c r e a te s  an am b ig u ity  in  th e  f i n a l  t r i p t y c h .  I s  I t  Ozymandias 
sp e a k in g , o r th e  spouse?
Then Ozymandias s a id  th e  spouse , th e  b r id e
I s  never naked . A f i c t i v e  co v erin g
Weaves alw ays g l i s t e n in g  from th e  h e a r t  and m ind.
(CP 396)
S in ce  th e  b r id e  has been  speak ing  up to  t h i s  p o in t .  I t  I s  easy  to  read  
th e  s ta te m e n t a s  a  c o n t in u a t io n  of her speech— "Then, O zym andias," s a id
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th e  spouse . . . —and th u s  r e c e iv e  th e  words a s  th e  com pletion  o f  an  
in s t r u c t io n  p ro c e ss  t h a t  in c lu d e s  b o th  c o n c re te  p h y s ic a l  a c t io n  and th e  
words t h a t  c r e a te  (o r  p e rh ap s  im ply) a  new p h y s ic a l  r e a l i t y .  On th e  
o th e r  hand, s in c e  th e  b r id e  has been sp eak in g , we a r e  a ls o  p sy c h o lo g i­
c a l ly  p rep a red  fo r  th e  poem 's o th e r  c h a ra c te r  to  speak—Then Ozymandias 
s a id ,  " th e  spouse . . —and th u s  r e c e iv e  th e  words a s  h is  r e p ly  to  th e
p h y s ic a l  a c t io n  he h as  w itn e ssed  and h i s  re sp o n se  to  h e r  r e q u e s t  t h a t  he 
c lo th e  h e r . The am b ig u ity  should  n o t be re s o lv e d ,  b u t a llow ed to  s ta n d . 
To p a ra p h ra se  S tevens e lsew h ere  in  th e  poem, i t  i s  n o t a  c h o ic e  betw een 
b u t o f , n o t a c h o ic e  to  ex c lu d e  b u t to  in c lu d e . The am bigu ity  i s  in te n ­
t i o n a l  and p u rp o s e fu l;  i t  i s  t o t a l l y  a p p ro p r ia te  a t  t h i s  moment o f  con­
summation and of t o t a l  in t e g r a t io n s  t h a t  b o th  th e  f ig u r e s  sp eak , a s  i t  
w ere, w ith  a  s in g le  v o ic e .
The n e x t m a rriag e  poem, th a t  o f  th e  " g re a t  c a p ta in  and th e  maiden 
Bawda," b eg in s  w ith  a rem in d er of th e  s p e c ia l  k in d  o f re a so n  p o e t ry  em­
p lo y s  o r ,  a s  M au ln ier e x p re s s e s  i t ,  "une r a i s o n  s u p é r ie u re ,  à l a q u e l l e  
l a  r a is o n  commune ne s u f f i t  pas"  (p . 2 4 ) . A gain , th e  poem m e r i ts  q u o tin g  
in  i t s  e n t i r e ty :
We rea so n  of th e s e  th in g s  w ith  l a t e r  re a so n  
And we make o f what we se e , what we see  c l e a r l y  
And have se e n , a  p la c e  dependent on o u r s e lv e s .
There was a m y s tic  m a rriag e  in  Catawba,
At noon i t  was on th e  m id-day o f th e  y ea r 
Between a g r e a t  c a p ta in  and th e  m aiden Bawda.
T h is  was t h e i r  ce re m o n ia l hymn: Anon
We loved  b u t would no m a rriag e  make. Anon 
The one re fu s e d  th e  o th e r  one to  ta k e ,
Foresw ore th e  s ip p in g  o f  th e  m arriag e  w ine.
Each m ust th e  o th e r  ta k e  n o t f o r  h i s  h ig h .
H is p u is s a n t  f r o n t  no r fo r  h e r  s u b t le  sound.
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The shoo-shoo-shoo  o f s e c r e t  cym bals round .
Each m ust th e  o th e r  ta k e  a s  s ig n , s h o r t  s ig n  
To s to p  th e  w h irlw in d , b a lk  th e  e le m e n ts .
The g r e a t  c a p ta in  loved th e  e v e r - h l l l  Catawba 
And th e r e f o r e  m arried  Bawda, whom he found th e r e .
And Bawda loved  th e  c a p ta in  a s  she loved  th e  sun.
They m arried  w e ll  because th e  m a rr la g e -p la c e
Was what th ey  lo v e d . I t  was n e i th e r  heaven  no r h e l l .
They were l o v e 's  c h a ra c te r s  come f a c e  to  f a c e .
(CP 401)
We have once a g a in  a poem th a t  I s  v e ry  s e n s u a l ,  b u t In  a  d i f f e r e n t  way 
from th e  poem o f  Ozymandias and N anzia N unzio . R ichness o f  Im agery ( th e  
sun-d renched  s e t t i n g ,  th e  c h a r a c te r s ,  th e  m a rria g e  w ine, th e  cym bals) 
and th e  consummation o f a lo n g -aw aited  u n io n  c o n t r ib u te  to  th e  se n su a l 
e f f e c t .  But th e  r ic h n e s s  of th e  poem 's so u n d s, made up o f b o th  rhymes 
and In te n s e  cad e n ces . I n t e n s i f i e s  th e  poem 's s e n s u a l i ty .  The m eter 
b e g in s  to  move tow ard Iam bic p en tam eter In  th e  second s ta n z a  and becomes 
e x a c t Iam bic p en tam e te r f o r  th e  th r e e  t h a t  fo llo w , g ra d u a l ly  e a se s  In  
th e  p e n u ltim a te  one, w hich I s  rough ly  h ex am ete r, and In  th e  f i n a l  s ta n z a  
flo w s In to  a more c o n v e rs a t io n a l  pace w ith  e x t r a  f e e t  and s y l l a b l e s .
The rhymes In  th e  poem a re  In c r e d ib ly  r i c h .  S tevens com bines a l ­
l i t e r a t i o n  ("m y stic  m a rr ia g e ,"  "m arriage  m ake," " s u b t le  so u n d ,"  " s e c r e t  
cy m b als ,"  " c a p ta in  . . . C ataw ba," "m arried  . . . m a r r la g e -p la c e ,"
"heaven . . . h e l l , "  " c h a ra c te r s  . . . com e"), consonance ( " th e s e  th in g s " ) ,  
s l a n t  rhyme (Catawba—Bawda), e x a c t end rhyme (sound—ro u n d , p la c e —f a c e ) ,  
and rim e r ic h e  (Anon—Anon). In  s ta n z a  th r e e  he manages by p la y in g  l i n e  
s to p s  a g a in s t  s y n ta c t i c a l  s to p s  to  a c h ie v e  two p a i r s  o f end rhymes In  
o n ly  th re e  l i n e s  (Anon—Anon, make—ta k e ) .  S te v e n s ' r h e to r i c  becomes a 
s u b t le  k ind o f I n te r n a l  rhyme and rim e r i c h e  th rough  I t s  I n s i s t e n t  r e p e -
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t l t l o n s :  "We rea so n  of th e s e  th in g s  w ith  l a t e r  re a so n "  ( e p a n a le p s is ) ,
"what we see , what we se e "  ( a n a d lp lo s is ) ,  "Each must th e  o th e r  ta k e "  
(anaphora) in  th e  fo u r th  and f i f t h  s ta n z a s ,  th e  th ro b b in g  r e p e t i t i o n  o f 
" lo v ed "  in  th e  s ix th  and se v e n th . There i s  even a s u b t le  k ind  o f seman­
t i c  "rhyme" in  "noon" and "m id -d ay ,"  en ric h ed  by th e  pun, because  i t  i s  
a c tu a l ly  th e  "m id-day o f  th e  y e a r ."  At th e  o th e r  extrem e he a c h ie v e s  
rhyme in  r e p e t i t i o n  o f p u re  sound n e a r ly  devo id  o f  meaning in  th e  "sh o o - 
sh o o -sh o o ."
The r i c h  co m plex ity  o f  th e  poem 's sounds i s  more th an  m ere ornamen­
t a t i o n ;  i t  forms an i n t e g r a l  p a r t  o f th e  poem 's m eaning. Language, 
w hich i s  b o th  sound and s e n se , c r e a te s  th e  sym bolic m arriag e  o f  word 
and w orld in  th e  poem and i t  i s  th u s  t o t a l l y  a p p ro p r ia te  th a t  th e  poem 's 
r ic h n e s s  come p r im a r i ly  from words and sounds r a th e r  th an  c o lo r  and v i s ­
u a l  im ages. The words in  th e  poem p o in t to  i t s  sym bolic m eaning: th e
c a p ta in  and Bawda m ust ta k e  each  o th e r  a s  " s ig n "  and th e y  a r e  th e  " c h a r ­
a c t e r s "  o f language a s  w e ll  a s  lo v e . The c a p ta in  i s  th e  word, Bawda i s  
r e a l i t y ,  y e t  th e y  a r e  b o th  words and th e y  a r e  b o th  th e  new r e a l i t y  t h a t  
language  engenders. The p o e t 's  word c r e a te s  them and m a g ic a lly  c r e a te s  
th e  n u p t i a l  fu s io n  and in te g r a t io n s  o f th e  poem. The in te n s e  l i n g u i s t i c  
a c t i v i t y  of th e  poem and th e  dem iurg ic  p ro c e ss  i t  embodies make th e  d u a l 
meaning of th e  F rench  "v e rb e"  (bo th  "word" and th e  a c t i v i t y  im p l ic i t  in  
"v e rb " )  an even more a c c u ra te  way of d e s ig n a tin g  what happens in  th e  poem 
th an  th e  Greek " lo g o s ."  The poem m ight even be d e sc r ib e d  a s  a  f ig u r e  
f o r  what M auln ier means by th e  " v i s ib le  san s  f ig u r e  en f ig u r e s  i n v i s i b l e s . "
The f i n a l  poem o f " I t  Must Give P le a su re "  com pletes th e  m a rr ia g e  mo­
t i f .  The sym bolic f ig u r e s  and p e r s o n i f ic a t io n s  a r e  no lo n g e r n e c e s s a ry ;
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th e  f i n a l  m arriag e  ta k e s  p la c e  between th e  p o e t and h i s  w o rld . He no
lo n g e r needs to  c r e a te  c h a ra c te r s  b u t can  speak  d i r e c t l y  and e a s i l y  o f
th e  deep lo v e  which th e  t o t a l  poem em bodies. R e a l i ty  no lo n g e r needs
th e  g u is e  of th e  bu rn in g  go lden  b r id e  o r  even th e  bawdy m aiden; i t  i s
s im p ly , a lm o st c o l lo q u ia l ly ,  "F a t g i r l ,  t e r r e s t r i a l ,  my summer, my n ig h t"
(CP 4 0 6 ). The p o e t and h is  m ag ica l p o e t ic  powers can ap p ea r once a g a in
a s  th e  d i r e c t  " I "  o f th e  poem 's h ead n o te . The sense  o f f u l f i l l m e n t ,
however momentary, th a t  th e  f i n a l  poem e x p re s s e s  makes i t  p e rh a p s  th e
most s e n s u a l o f a l l  th e  n u p t i a l  poems:
F a t g i r l ,  t e r r e s t r i a l ,  my summer, my n ig h t .
How i s  i t  I  f in d  you in  d i f f e r e n c e ,  s e e  you th e re  
In  a moving c o n to u r , a  change n o t q u i t e  com pleted?
You a re  f a m i l ia r  y e t  an  a b e r r a t io n .
C iv i l ,  madam, I  am, b u t  u n d ern ea th  
A t r e e ,  t h i s  unprovoked s e n s a tio n  r e q u i r e s
T hat I  should  name you f l a t l y ,  w aste  no w ords.
Check your e v a s io n s , ho ld  you to  y o u r s e l f .
Even so when I  th in k  o f  you a s  s tro n g  o r  t i r e d .
Bent over work, a n x io u s , c o n te n t ,  a lo n e .
You rem ain  th e  more th a n  n a tu r a l  f i g u r e .  You 
Become th e  s o f t - f o o te d  phantom, th e  i r r a t i o n a l
D is to r t io n ,  however f r a g r a n t ,  however d e a r .
T h a t 's  i t :  th e  more th an  r a t i o n a l  d i s t o r t i o n ,
The f i c t i o n  th a t  r e s u l t s  from f e e l in g .  Y es, t h a t .
They w i l l  g e t i t  s t r a i g h t  one day a t  th e  Sorbonne.
We s h a l l  r e tu r n  a t  tw i l ig h t  from th e  l e c tu r e  
P lea sed  th a t  th e  i r r a t i o n a l  i s  r a t i o n a l .
U n t i l  f l ic k e d  by f e e l in g ,  in  a g i ld e r e d  s t r e e t ,
I  c a l l  you by name, my g reen , my f lu e n t  mundo.
You w i l l  have stopped  re v o lv in g  ex ce p t in  c r y s t a l .
(CP 406-407)
W ith su re  and c o n c ise  c o n t ro l ,  S tevens b r in g s  to g e th e r  a l l  th e  po­
em 's them es in  a  f i n a l  n u p t i a l  fu s io n .  I t  M ust Change: "a  moving co n -
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t o u r ,  a  change n o t q u i t e  com pleted"; I t  Must Be A b s tra c t :  " th e  more
th a n  n a tu r a l  f i g u r e , "  " th e  s o f t - f o o te d  phantom "; I t  Must G ive P le a su re : 
" th e  f i c t i o n  th a t  r e s u l t s  from f e e l i n g , "  "p lea sed  t h a t  th e  i r r a t i o n a l  i s  
r a t i o n a l . "  I t  seems too  in  th e  g e n t ly  i r o n ic  r e f e r e n c e s  to  th e  Sorbonne 
t h a t  he en jo y s  a m om ent's amusement a t  th e  expense o f th e  F rench  a e s th e -  
t i c i a n s ;  he has shown u s  th e  d i f f e r e n c e  betw een c o n s tr u c t in g  a  th e o ry  of 
a e s th e t i c s  and th e  t o t a l l y  s u c c e s s fu l  embodiment o f a p o e t ic  in  a  poem. 
No m a tte r  t h a t  th e  tim e when th e  g reen  and f lu e n t  mundo " w i l l  have 
stopped  re v o lv in g  ex ce p t in  c r y s t a l "  rem ains som ething t h a t  w i l l  one 
day happen; th e  poem p re s e n ts  "n o te s  tow ard" a  supreme f i c t i o n  and i t  
would be a c o n t r a d ic t io n  o f i t s  p o e t ic  th a t  th e  n u p t i a l  be  c o n c re te ly  
f ix e d  and th u s  i n s t a n t l y  p a r t  o f  th e  p a s t  and a lre a d y  b e g in n in g  to  d ie .  
In  th e  v is io n a ry  moment of i t s  end we e x p e r ie n c e , w ith  S tev e n s  and 
th ro u g h  h is  p o e t ic  c r e a t io n ,  th e  t o t a l  p le a s u re  o f a  n e v e r-e n d in g  con­
summation.
The poem i s ,  a s  M auln ier say s  p o e try  m ust b e , a  " p u re té  p le in e  de 
p o s s ib le s " ;  i t  d o es , a s  M au ln ier say s  p o e try  must do , become th e  c r y s t a l  
w hich " n a î t  a i n s i  en chaque âme à une v i e  d i f f é r e n t e ,  e t  chaque âme n a î t  
en l u i  â sa p ro p re  v ie "  (p . 1 2 ) . The supreme f i c t i o n ,  c h a n ts  S tev en s, 
i s  " p o s s ib le ,  p o s s ib le ,  p o s s ib le .  I t  m ust /  Be p o s s ib le "  (CP 404).
Love and lo g o s c r e a te  th e  p o s s i b i l i t y  o f v ic to r y  in  " l e  combat meme du 
cosmos e t  du v e rb e"  and fo r  t h i s  r e a s o n , th e  poem 's e p i lo g u e  becomes 
more th an  an a tte m p t to  r e l a t e  S te v e n s ' h ig h  concep t o f p o e try  to  th e  
b r u ta l  and in e sc a p a b le  r e a l i t y  o f World War I I  which form s th e  backdrop 
f o r  th e  poem 's co m p le tio n . The p o e t 's  combat w ith  r e a l i t y  i s  th e  s o l ­
d i e r ' s  com bat, and u n l ik e  th e  s o l d i e r 's ,  th e  p o e t 's  n e v e r  en d s . But th e
Ill
love  th a t  makes th a t  f i n a l  v is io n  p o s s ib le  and th a t  v i s io n  I t s e l f  g iv e  
b i r t h  to  th e  v is io n  o f an o th e r p o s s i b i l i t y :
How sim ply  th e  f i c t i v e  hero  becomes th e  r e a l ;
How g la d ly  w ith  p ro p er words th e  s o ld ie r  d ie s .
I f  he m ust, o r l i v e s  on th e  b read  o f  f a i t h f u l  speech .
(CP 408)
The lo g o s concep t I s  so a b s o lu te ly  c e n t r a l  to  th e  l a t e r  S tevens 
th a t  we can  f in d  over s e v e n ty - f iv e  poems In  w hich I t  ap p ea rs  In  th e  two 
volumes p u b lish e d  In  th e  1 9 4 0 's and over 400 In s ta n c e s  o f words r e l a t i n g  
to  sound, sp eech , language , w o r d s . S t e v e n s  u se s  n e a r ly  every  c o n c e iv ­
a b le  v e rb  f o r  th e  a c t  o f speak ing  o r  I s su in g  sounds: say , speak , c r y ,
howl, s in g , d ec la im , w h isp e r, mumble, c a l l ,  c h a n t, sh o u t, murmur, a s k , 
mouth, p re a c h , t a l k ,  t e l l ,  b l a r e ,  s n a r l ,  w h is t le ,  b u g le , b id ,  hum, r e ­
p e a t ,  even th e  F rench  " o n -d l t"  and an  A nglo-French  neo log ism , " p a r l -
p a r le d ."  The f ig u r e s  would be even  h ig h e r  were we to  In c lu d e  a l l  th e
m etaphors f o r  speech  (b re a th e  and a i r  ap p ea r f r e q u e n t ly )  and th e  c h a ra c ­
t e r s  who a r e  them selves  sp eak in g , and th e  poems w hich c l e a r ly  c o n ta in  
th e  p o e t 's  v o ic e  Is su in g  Im p e ra tiv e s . S te v e n s ' poems o f th e  1940' s  
shou t f o r th  th e  Word. The co n cep t I s  o f c o u rse  c e n t r a l  to  " D e sc r ip tio n  
w ithou t P la c e "  and S tevens s t a t e s  I t  d i r e c t l y  th e r e :
canon c e n t r a l  In  I t s e l f ,
The t h e s i s  o f th e  p l e n t l f u l l e s t  John .
Thus th e  th e o ry  o f d e s c r ip t io n  m a tte r s  m ost.
I t  I s  th e  th e o ry  o f th e  word fo r  th o se
For whom th e  word I s  th e  m aking o f th e  w orld .
The bu zzin g  w orld and l i s p i n g  firm am ent.
I t  I s  a  w orld o f words to  th e  end o f  I t ,
In  w hich n o th in g  s o l id  I s  I t s  s o l id  s e l f .
(CP 345)
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I t  r e c u r s  in  th e  l a s t  poems, i d e n t i f i e d  a l s o  w ith  th e  a c t  of re a d in g  
and w r itin g  as  in  "L arge Red Man R eading":
a s  he s a t  th e re  re a d in g , from ou t o f th e  p u rp le
ta b u la e .
The o u t l in e s  o f b e ing  and i t s  e x p re s s in g s , th e  s y l l a b le s  o f i t s  
law:
P o e s is , p o e s is , th e  l i t e r a l  c h a r a c te r s ,  th e  v a t i c  l i n e s .
Which in  th o s e  e a r s  and in  th o se  t h i n ,  th o se  spended h e a r t s .
Took on c o lo r ,  to o k  on shape and th e  s iz e  o f th in g s  a s  th e y  a re  
And spoke th e  f e e l in g  f o r  them, w hich was what th e y  had 
la c k e d .
(CP 424)
The woman of "N otes toward a Supreme F ic t io n "  ap p ea rs  a g a in  and
a g a in , sometimes a s  th a t  complex sym bolic f ig u r e  fo r  th e  o b je c t iv e  w orld
and th e  p o e t 's  s u b je c t iv e  im a g in a tio n , som etim es a s  th e  b r id e  f ig u r e .
In  "Poem w ith  Rhythm s,"
The mind betw een t h i s  l i g h t  o r th a t  and sp ace ,
(T his man in  a room w ith  an image o f th e  w orld .
That woman w a it in g  fo r  th e  man she l o v e s , )
Grows la rg e  a g a in s t  space:
There th e  man s e e s  th e  image c l e a r ly  a t  l a s t .
There th e  woman re c e iv e s  her lo v e r  in to  h e r  h e a r t  
And weeps on h i s  b r e a s t , though he n ev er comes.
(CP 245)
S tevens makes c l e a r  in  t h i s  poem her pu rpose  in  h i s  p o e try :
"T his im age, t h i s  lo v e , 2  compose m yself 
Of th e s e . In  th e s e , 2  come f o r th  o u tw a rd ly .
(CP 246)
Most o f te n  she i s  lin k e d  w ith  th e  lo g o s  c o n c e p t. She i s  th e  "g reen  
queen" in  th e  open ing  s e c t io n  o f " D e sc r ip tio n  w ith o u t P la c e ,"  and in  
" C e r ta in  Phenomena o f  Sound" she ap p ea rs  a s  E u la l ia  ( " f a i r  in  speech") 
and Semiramide th e  " d a rk - s y l la b le d "  who c r e a te s  b o th  h e r s e l f  and her 
w h ite  double th ro u g h  language:
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Then I ,  Semiramide, d a rk - s y l la b le d .
C o n tra s tin g  our two nam es, co n sid ered  sp eech .
You were c re a te d  o f your name, th e  word 
I s  th a t  o f w hich you w ere th e  p erso n ag e .
There i s  no l i f e  ex ce p t in  th e  word o f  i t .
I  w r i te  Semiramide and in  th e  s c r ip t  
I  am and have a b e in g  and p lay  a  p a r t .
You a re  th a t  w h ite  E u la l i a  of th e  name.
(CP 287)
In  th e  l a t e  poems th e  woman i s  som etim es a t e r r i f y in g  f ig u r e  a s s o c i­
a te d  w ith  d e a th , a s  in  "Madame La F le u r ie "  w here th e  v e s t a l  b r id e  has 
become th e  c rone:
H is g r ie f  i s  th a t  h i s  m other should  fe e d  on him, h im se lf  and 
what he saw.
In  th a t  d i s t a n t  cham ber, a bearded  queen , wicked in  h e r  dead 
l i g h t .
(CP 507)
Yet d e s p i te  th e  deep ly  e le g ia c  tone o f  The A uroras o f Autumn (1950) and 
The Rock th e  woman ap p ea rs  a s  b r id e  and b e lo v ed  in  th e se  volum es a s  w e ll .  
She can appear a s  a  w i t ty  p e r s o n i f ic a t io n  a s  th e  "Queen o f F ac t"  who i s
th e  c o n s o r t  o f th e  "R u ler o f R e a l ity "  in  "An O rd inary  Evening in  New Ha­
ven" o r  a s  a n e a r ly  f ig u r e l e s s  s e x u a l iz a t io n  o f r e a l i t y  in  "The Woman in  
S unsh ine":
I t  i s  on ly  th a t  t h i s  warmth and movement a r e  l ik e  
The warmth and movement o f  a woman.
I t  i s  no t t h a t  th e r e  i s  any image in  th e  a i r  
Nor th e  beg in n in g  n o r end of a  form:
I t  i s  empty. But a woman in  th r e a d le s s  gold
Burns us w ith  b ru sh in g s  o f  her d re s s
And a d is s o c ia te d  abundance o f b e in g .
More d e f in i t e  fo r  w hat she i s —
Because she i s  d isem bodied .
B earing th e  odors o f  th e  summer f i e l d s .
C onfessing  th e  t a c i t u r n  and y e t i n d i f f e r e n t .
I n v is ib ly  c l e a r ,  th e  o n ly  lo v e .
(CP 445)
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The woman In  t h i s  am azing ly  s e n su a l poem c l e a r l y  grows o u t o f  th e  b u rn ­
in g  b r id e ,  N anzia N unzio , though she i s  so d isem bodied th a t  she s c a r c e ly  
a p p e a rs  a s  a  woman a t  a l l ;  and y e t  th e  m ere su g g e s tio n  o f h e r  p re se n c e  
tra n s fo rm s  th e  poem in to  a  s e x u a l e x p e r ie n c e . Here m ight be a lm o st a  
d i r e c t  i l l u s t r a t i o n  o f M a u ln ie r ' s " v i s ib le  san s  f ig u r e  en f ig u r e s  i n v i s ­
i b l e s . "
In  poem V III  o f "An O rd inary  Evening in  New Haven" th e  f ig u r e  i s  
a lm ost com ple te ly  i n v i s i b l e  a s  a  f ig u re  b u t th e  poem grows o u t o f th e  
same s o r t  o f f e e l in g ;  "We f l i n g  o u r s e lv e s ,  c o n s ta n t ly  lo n g in g , on t h i s  
form " (CP 470 ). Here S tev en s d i r e c t l y  l i n k s  language w ith  lo v e :
Our b re a th  i s  l i k e  a d e s p e ra te  elem ent
That we m ust calm , th e  o r ig in  of a  m other tongue
With w hich to  speak  to  h e r ,  th e  cap a b le
In  th e  m id st o f fo re ig n n e s s ,  th e  s y l l a b le
Of r e c o g n i t io n ,  avow al, im passioned c r y .
(CP 470-471)
The b r id a l  coup le  re a p p e a r  in  "The World a s  M e d ita t io n ."  T h e ir  
r o l e s  a t  f i r s t  seem th e  re v e rs e  o f  t h e i r  e a r l i e r  ap p ea ran ces : th e  m ale
f ig u r e ,  U ly s se s , i s  a s s o c ia te d  w ith  th e  sun and th u s  r e a l i t y :
A form o f f i r e  app ro ach es th e  c re to n n e s  o f  P enelope ,
Whose mere savage p re sen ce  awakens th e  w orld in  which 
she d w e lls .
(CP 520)
The fem ale f ig u r e ,  P en e lo p e , i s  th e  composer and th e  namer and th u s  th e  
p o e t ic  im ag in a tio n :
She has composed, so lo n g , a  s e l f  w ith  which to  welcome 
him.
Companion to  h i s  s e l f  f o r  h e r , w hich she im agined .
Two in  a  deep-founded  s h e l t e r in g ,  f r ie n d  and d e a r f r ie n d .
(CP 521)
The n eck lace  and b e l t  im ages l i n k  t h i s  poem to  th e  u n ion  o f Ozymandias
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and N anzia N unzio , though h e re  S tevens makes th e  lo n g e d -fo r  consummation
ta k e  th e  p la c e  o f any f i c t i v e  c o v e rin g s :
She w anted n o th in g  he cou ld  n o t b r in g  h e r  by coming 
a lo n e .
She wanted no f e tc h in g s .  H is arms would be h e r  n e c k la c e  
And h e r b e l t ,  th e  f i n a l  fo r tu n e  o f t h e i r  d e s i r e .
(CP 521)
S ince th e  f i n a l  l i n e s  o f th e  poem a s s o c ia t e  P enelope  w ith  th e  e a r th ,  and 
s in c e  U ly sse s  n ev er ap p ea rs  in  th e  poem ex ce p t in  P e n e lo p e 's  im a g in a tio n , 
th e  two f ig u r e s  each  u n i t e  in  th em se lv es  r e a l i t y  and th e  im a g in a tio n .
T h e ir  un ion  does n o t occur in  th e  poem and y e t  i t  has o ccu rred  in  th e  
poem, f o r  th e  same re a so n s  th a t  th e  p o e t 's  u n ion  w ith  th e  f lu e n t  mundo o c­
c u rs  on ly  in  h i s  im ag in a tio n  in  "N otes tow ard a Supreme F ic t i o n ."  Y et 
i t  s t r i k e s  me a s  s ig n i f i c a n t  th a t  S tevens chooses m yth ic f ig u r e s  h e re  
who we know a r e  a lre a d y  m a rr ie d . The poem becomes a  t o t a l l y  in te g r a te d  
ex p e rien ce  w hich p re s e n ts  a  v i s io n  o f a  c o n tin u in g  n u p t i a l  f u s io n .
The woman speaks th e  lo g o s in  " F in a l  S o lilo q u y  o f th e  I n t e r i o r  
Param our." Her w ords u n i t e  lo g o s  and lo v e  in  th e  c e n t r a l  poem:
We say God and th e  im ag in a tio n  a r e  one . . .
How h ig h  t h a t  h ig h e s t  c an d le  l i g h t s  th e  d a rk .
Out o f  t h i s  same l i g h t ,  o u t o f  th e  c e n t r a l  m ind.
We make a d w e llin g  in  th e  even ing  a i r .
In  w hich b e in g  th e r e  to g e th e r  i s  enough.
(CP 524)
I t  should  be n o ted  th a t  th e  n u p t i a l  fu s io n  h e re  i s  so com plete  th a t  she 
speaks in  a  d o u b le  v o ic e ; h e r u se  o f th e  f i r s t  p e rso n  p lu r a l  im p lie s  
b o th  th e  lo v e r  and th e  b e loved .
S tev en s  d id  n o t have to  have M a u ln ie r 's  I n t ro d u c t io n  ^  p o é s ie  
f r a n ç a is e  to  w r i te  th e  m a g n if ic e n t poems o f  th e  f o r t i e s  and f i f t i e s .
The "suprem e f i c t i o n "  had appeared  in  Harmonium and th e  f ig u r e  o f th e
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woman p la y s  an  Im portan t r o le  in  h i s  p o e try  from  beg inn ing  to  end . But 
in  H a u ln ie r 's  book he found much to  n o u r is h  h i s  aim s fo r  p o e try  and to  
sharpen  h i s  c o n ce p tio n  o f p o e try . I t  seems to  me too  th a t  M au ln ie r* s  
d e s ig n a t io n  o f M alherbe and Maynard a s  s o la r  p o e ts  cou ld  w e ll b e  a p p lie d  
to  much o f S te v e n s ' p o e try  a f t e r  1939; T ra n sp o rt to  Summer i s  su ffu se d  
w ith  th e  su n sh in e  and h a rv e s t  m o tif s  M au ln ier d e s c r ib e s .  We m igh t n o te  
th a t  "The World a s  M e d ita tio n "  i s  a ls o  a  s o la r  poem. M au ln ier say s  th a t  
Maynard dreamed o f dy ing  in to  a f i n a l  day; th e  l a s t  poem in  th e  C o lle c te d  
Poems b e g in s  w ith  a  cock h e ra ld in g  a  s u n r is e :
T hat scrawny c ry — i t  was
A c h o r i s t e r  whose c p receded  th e  c h o i r .
I t  was p a r t  o f th e  c o lo s s a l  sun . . .
(CP 534)
I t  m ight seem s tra n g e  to  say  th a t  S tev en s i s  a lo v e  p o e t .  Yet th e  
f ig u re  o f  th e  beloved  woman s u f fu s e s  many o f h i s  most c e n t r a l  poems.
The woman in  S tevens i s  much a s  M au ln ier d e s c r ib e s  h e r in  S cêve, in  Mal­
herbe and M aynard, and in  N erv a l. She becomes th e  means by w hich th e  
po e t jo u rn e y s  in to  h im se lf  and outw ard a g a in ; she i s  th e  f i g u r e  b o th  fo r  
h is  m ost s u b je c t iv e  c r e a t i v i t y  and th e  o b je c t iv e  w orld , and even  a t  tim es 
th e  f ig u r e  f o r  th e  fu s io n  o f th o se  two w o rld s . She form s an  i n t e g r a l  
p a r t  o f th e  lo g o s  concep t and becomes b o th  th e  embodiment and th e  power 
o f th e  m ag ica l " v e rb e ."
C hapter I I I
The E le g ia c  Mood in  S tevens and Roger C a i l lo i s
On March 19, 1945, S tevens w ro te  to  th an k  Jo se  Rodriguez Feo fo r  
send ing  Roger C a i l l o i s '  Les Im p o stu res  de l a  p o é s ie .^  H is rem arks i n d i ­
c a te  some f a m i l i a r i t y  w ith  C a i l l o i s '  work: " C a i l lo i s  i s  r a th e r  a  so n o r-
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ous p h ra s e u r , and t h i s  makes him a  k ind  of i n t e l l e c t u a l  P ie r r e  L o t i .
On th e  o th e r  hand, some p eo p le  th in k  th a t  he i s  m erely  d ry . The book 
th a t  you have s e n t me was one th a t  I  had in te n d e d  to  o rd e r ,  so t h a t  your
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k in d n e ss  in  send ing  i t  i s  p a r t i c u l a r l y  p a t"  (LWS p . 490 ). Roger C a i l ­
l o i s ,  bo rn  in  Rheims in  1913 and educa ted  a t  th e  Sorbonne and th e  E co le  
Normale S u p é rie u r , has had an  a c t iv e  and p r o l i f i c  c a re e r  a s  a  w r i t e r .
He founded th e  F rench  I n s t i t u t e  in  Buenos A ire s  and has e d i te d  L e t t r e s  
F ra n ç a is e s  (1945-1948), D iogëne (an in t e r n a t i o n a l  rev iew  o f th e  p h i lo ­
sophy o f  human s c ie n c e s ) , and La C ro ix  du Sud (a c o l le c t io n  o f Ib e ro -  
American a u th o rs ,  p u b lish e d  by G a llim a rd ) . In  a d d i t io n  to  th e  N ouvelle  
Revue F ra n ç a is e , he has c o n tr ib u te d  to  Minota u r e .  View, and WV, a  s u r ­
r e a l i s t  m agazine p u b lish e d  in  New York d u rin g  World War I I  and e d i te d  
by David H are, w ith  André B reton  and Max E rn s t  a s  a d v is o rs .  He has been 
a  member o f th e  ju r y  o f th e  Grand P r ix  N a tio n a le  des L e t t r e s ,  th e  P r ix  
d es  C r i t iq u e s ,  and th e  L e c tu re  de l a  Comédie F ra n ç a is e . He i s  a l s o  a  
member o f th e  Académie F ra n ç a ise  (1971), O f f i c i e r  Legion d 'H onneur, and 




a r t ,  p o e try , and a e s th e t i c s .
L e t te r s  w r i t t e n  to  R odriguez Feo and Henry Church in  th e  weeks f o l ­
low ing th e  g i f t  o f  C a i l l o i s '  book in d ic a te  th a t  S tevens had d ec id ed ly  
mixed f e e l in g s  abou t i t .  He e x p re s se s  h i s  d isag reem en t w ith  some of 
C a i l l o i s ' o p in io n s  (n o ta b ly  on l a  p o é s ie  p u re  and th e  v a lu e  o f  Parm enides 
a s  a  p o e t ) ,  h i s  annoyance w ith  C a i l lo is *  method o f  a rg u m en ta tio n  (he 
say s  th a t  C a i l l o i s  makes up th in g s  th a t  a r e  u n tru e  and th e n  p roves th a t  
th e y  a re  u n tru e ,  and th a t  he p roves h is  p o in ts  by la p s in g  in to  m etaphor 
and p a ra b le ) ,  and h i s  d is a p p ro v a l o f  th e  q u a l i ty  o f  C a i l l o i s '  mind (n o t 
a  f i r s t - c l a s s  m ind, o r  even a  good m ind). On th e  o th e r  hand, he c a l l s  
th e  book a  " p e r f e c t  N iagara  o f p o e t ic  speech" and an  " i n t e l l i g e n t  and 
s e n s i t iv e  d is c u s s io n  . . .  of som ething th a t  i s  o f th e  g r e a t e s t  p o s s ib le  
i n t e r e s t  to  m e." (See LWS pp. 493-495, 5 9 2 .)
D e sp ite  S te v e n s ' n e g a tiv e  rem arks, i t  would be a  m is ta k e  to  assume 
th a t  th e  book has l i t t l e  to  o f f e r  to  our u n d e rs ta n d in g  o f S tev en s. I t  
i s  t r u e  th a t  C a i l l o i s '  p o e t ic  th e o ry  does n o t seem to  have p layed  th e  
same kind  o f r o l e  in  n o u r ish in g  S te v e n s ' p o e t ic  a s  th o s e  o f  Mauron and 
M aulnier had done. By th e  tim e S tevens re a d  C a i l l o i s ,  h i s  id e a s  on th e  
p rim ary  i s s u e s  o f  C a i l l o i s '  d is c u s s io n — s u r re a l is m , in s p i r a t i o n ,  pure 
p o e try —had a lre a d y  been  form ed. On c e r t a i n  o th e r  i s s u e s ,  such a s  th e  
q u e s tio n  o f form and s u b je c t ,  C a i l l o i s '  book se rv e s  to  i l lu m in a te  S te ­
v e n s ' v iew s by c o n t r a s t  r a th e r  th a n  a s  so u rc e . And a  com parison of 
S te v e n s ' method a s  t h e o r i s t  w ith  th a t  o f  C a i l l o i s ,  in  te rm s o f S tev e n s ' 
comments on C a i l l o i s  a s  th in k e r  and w r i t e r ,  d em o n stra te s  some of S te ­
v e n s ' s t r e n g th s  a s  p ro se  t h e o r i s t .
P o in ts  o f s i m i l a r i t y  in  th e  work o f  C a i l l o i s  and S tevens do e x i s t .
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C a l l l o l s  fram es h i s  d is c u s s io n  w ith  two p ro s e  l y r i c  m e d ita t io n s  on m an 's 
re sp o n se  to  d e a th  and th e  t r a n s ie n c e  o f  h i s  c r e a t io n s .  The to n e  i s  l i k e  
th e  e le g ia c  mood o f th e  l a t e  S te v e n s , th e  im agery much l i k e  th e  b a re  
ro c k  th a t  s i g n i f i e s  in  th e  l a t e  S tev en s b o th  b a re  r e a l i t y  and th e  f a c t  
o f  h i s  own im pending d e a th . The e le g ia c  to n e  o f th e  l a t e  p o e try  undoubt­
e d ly  owes i t s  e x is te n c e  to  f a c to r s  o th e r  th a n  S te v e n s ' re a d in g  o f  C a i l l o i s ,  
b u t th e  "N iagara o f p o e t ic  speech" seems to  have fu rn ish e d  m a te r ia l  f o r  
S te v e n s ' p o e t ic  im a g in a tio n .
C a i l l o i s '  p re fa c e  p la c e s  h i s  book s q u a re ly  in  th e  c a te g o ry  o f what 
M au ln ier c a l l s  th e  c e n t r a l  im pulse in  F rench  p o e try  and p o e t ic s :  th e
p a s s io n  f o r  w r it in g  m a n ife s to e s  p ro c la im in g  th e  t r u e  p o e t ic .  Though he 
says m odestly  t h a t  he i s  p re s e n tin g  n o t a  d o c t r in e  b u t o n ly  a  s e r i e s  o f 
r e f l e c t i o n s  t e s t i f y i n g  to  a d i r e c t io n  o f  th e  s p i r i t ,  C a i l lo i s  n e v e r th e ­
l e s s  c la im s  th a t  h i s  rem arks w i l l  "donner 1 ' id é e  d 'u n e  e s th é t iq u e  sév è re"  
[ p .  13 ] .  Thus, even though he a t t a c k s  th e  id e a  of p u re  p o e try , C a i l ­
l o i s ,  l i k e  so many o f h i s  p re d e c e s s o rs ,  r e v e a ls  h is  own d e s i r e  f o r  l a  
p o é s ie  p u re —th e  word " sé v è re "  means " s t e r n , "  " c o r r e c t ,"  and " p u re ."
The p re fa c e  a ls o  s t a t e s  th e  term s o f C a i l l o i s '  a e s th e t i c :  he v a lu e s  o n ly
a r t  which m a n ife s ts  "une d i s c i p l in e  pour 1 ' i n t e l l i g e n c e . pour l e  c o e u r . 
pour l 'âm e  e n f in ,  pour ce  te n a c e  a p p é t i t  de p e r f e c t io n  e t  d 'im m o r ta l i té " 
[ p .  14 ] .  And f i n a l l y ,  th e  open ing  se n te n c e  o f C a i l l o i s '  f i r s t  c h a p te r  
r e v e a ls  som ething o f h i s  p re ju d ic e s :  " I  alw ays f e e l  more d isp o se d  to
f i g h t  p o e try  th a n  to  abandon m yself to  i t "  (p . 2 9 ).^
D esp ite  C a i l l o i s '  c o n t r ib u t io n s  to  s u r r e a l i s t  m agazines, t h i s  book
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r e v e a ls  a  b a s ic  h o s t i l i t y  to  th e  s u r r e a l i s t  a e s t h e t i c .  He does n o t v iew  
th e  u n consc ious a s  a sou rce  fo r  p o e t ic  c r e a t io n ;  i t s  p ro d u c ts  "have no 
p ro p e r s t r e n g th  and a r e  im m ediately  swallowed up in  th e  fo rm le ssn e ss  
w hich engendered them" (p . 4 5 ). T h e ir  seeming b r i l l i a n c e  i s  o n ly  an i l ­
lu s io n :  " to u t  ce  q u i b r i l l e  e s t  o r  e t  to u t  te s s o n  é t o i l e "  (p . 4 5 ) . Sur­
r e a l i s t s  f i n a l l y  v a lu e  "chaque b iz a r r e  assem blage de m o ts , pourvu q u ' i l  
s o i t  in e x p l ic a b le  e t  que r i e n  ne  semble y a b o u t i r  ou en d ép en d re . Dès 
l o r s ,  l ' a r b i t r a i r e ,  l a  r a r e t é ,  l e  m ystère  so n t l e s  m é r i te s  suprêm es. . . . 
S i l e  re g a rd  s 'a r r ê t e ,  i l  d is s o u t  l a  f é e r i e .  . . .  E t l ' e s p r i t  d i s s ip e  
c e s  o r a c le s  a d m ira b le s , dès q u ' i l  e s s a ie  de p é n é t r e r  l e u r  sen s  ou de 
l i e r  l e u r s  m essages" (p . 4 6 ). He c la im s th a t  th e  s u r r e a l i s t  a e s th e t i c  
e n s la v e s  r a th e r  th a n  l i b e r a t e s  and m is ta k e s  th e  in s tru m e n ts  o f i t s  power 
( i n t e l l i g e n c e ,  w i l l ,  hard  work) fo r  h in d ra n c e s  to  i t s  l i b e r t y  (p . 4 9 ) . 
F in a l ly ,  he a t t a c k s  th e  s u r r e a l i s t s '  te c h n iq u e  o f  a u to m a tic  w r i t in g  and 
t h e i r  b e l i e f  in  dream s a s  th e  road  to  th e  u n co n sc io u s .
I t  i s  a p p a re n t th a t  C a i l lo i s  f a l l s  in to  th e  c a te g o ry  o f  th o se  who 
M au ln ie r say s  a d d re s s  them selves to  th e  b iz a r r e  s u r f a c e  o f  th e  s u r r e a l ­
i s t  work r a th e r  th a n  to  i t s  u n d e rly in g  a e s t h e t i c .  W hile S te v e n s ' m ight 
sh a re  C a i l l o i s '  d i s t a s t e  fo r  th e  " u g l ie r  m a n if e s ta t io n s  o f  th e  subcon­
s c io u s "  (we r e c a l l  h i s  d i s l i k e  fo r  D a l i ) ,  we have seen  t h a t  h i s  re c o g n i­
t i o n  o f th e  s u r r e a l i s t s '  c o n t r ib u t io n  to  p o e try  r e v e a ls  a  f a r  more 
s o p h is t ic a te d  u n d e rs tan d in g  o f  t h e i r  a e s th e t i c  th a n  C a i l l o i s  e x h ib i t s .  
S tev en s  d i s t in g u is h e s  between what he re g a rd s  a s  a  p r o v in c ia l  te c h n iq u e  
and a genu ine  c o n t r ib u t io n  to  th e  domain o f p o e try .
S im ila r ly ,  C a i l l o i s  p re s e n ts  a  f a r  more l im i te d  co n ce p t o f ^  p o é s ie  
p u re  th an  does S tev e n s . He b e l ie v e s  th a t  th e  p o e t who a t te m p ts  to  i s o -
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l a t e  some s o r t  o f " p e r f e c t  co n d e n sa tio n  o f p o e try "  d e s tro y s  w hat he i n ­
te n d s  to  p u r i f y .  A ll  h i s  rem arks on t h i s  s u b je c t  in d i c a te  t h a t  h i s  
co n cep t o f p o é s ie  p u re  i s  l im i te d  to  th e  id e a  o f s u b tr a c t in g  o r  ex ­
t r a c t i n g  some pure  p o e t ic  e ssen ce  from  w ords. He se e s  i t  a s  a  p o e try  
d e tach ed  from s u b je c t m a tte r  and su b s ta n c e . He f i n a l l y  re d u c e s  th e  en­
t i r e  e f f o r t  tow ard p u re  p o e try  to  th e  s t a t u s  o f th e  C h esh ire  C at: "C er­
t e s ,  dans A lic e  l e  c h a t q u i s o u r i t  d i s p a r â i t  en commençant p a r  l e  queue: 
b ie n tô t  i l  ne r e s t e  p lu s  que l a  t ê t e ,  p u is  un s o u r i r e  de c h a t  q u i s ' é ­
v a n o u it  en d e r n ie r ,  a p rè s  a v o ir  f l o t t é  un in s t a n t  dans l ' a i r ,  to u t  s e u l ,  
san s  c h a t .  V o ilà  q u i n 'a r r i v e  q u 'a u  pays d es  m e rv e i l le s  e t  de l 'a b s u r ­
d i t é "  (p . 8 0 ) .
S tev en s seems to  have been e s p e c i a l l y  annoyed by t h i s  p a r t i c u l a r  
p a ssa g e ; he say s  th a t  C a i l lo i s  " d is m is s e s  and v u lg a r iz e s  th e  id e a  o f  
p u re  p o e try  . . .  by a t te n u a t in g  i t  and r i d i c u l i n g  i t ,  u s in g , f o r  exam ple 
th e  d is a p p e a r in g  sm ile  o f th e  d is a p p e a r in g  c a t .  But no one p ro p o ses  to  
p r a c t i c e  p u re  p o e try . I  th in k  th e  f e e l i n g  tod ay  . . .  i s  f o r  an  abundan t 
p o e t ry ,  concerned  w ith  e v e ry th in g  and everybody" (LWS p . 4 9 5 ). We have 
seen  th a t  S te v e n s ' co n cep t o f p u re  p o e t ry  i s  ex p an siv e  r a th e r  th a n  r e ­
d u c t iv e .  Thus, when he says t h a t  no one p ro p o ses  to  p r a c t i c e  p u re  p o e try ,  
he in d i c a te s  n o t an  agreem ent w ith  C a i l l o i s  b u t an im p a tien ce  w ith  h i s  
l im i te d  u n d e rs ta n d in g  of th e  term  i t s e l f .  The "abundant p o e try "  to  w hich 
he r e f e r s  i s  th e  p o e try  o f lo g o s , th e  p o e try  o f th e  m ag ica l " v e rb e ,"  th a t  
we have seen  in  com paring S tevens and M a u ln ie r . Both S tev en s and M au ln ie r , 
c o n tra ry  to  C a i l l o i s '  v ie w p o in t, r e g a rd  l a  p o é s ie  p u re  n o t a s  a  p ro c e s s  
o f e x t r a c t io n  o r o f s t r ip p in g  m eaning and c o n te n t from p o e try ,  b u t a s  a  
d em iu rg ic  a c t i v i t y  w hich c o n s i s t s ,  in  M a u ln ie r 's  w ords, o f  c h a rg in g
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language w ith  a s  much power a s  i s  p o s s ib le ,  o r ,  in  S te v e n s ' w ords, o f 
th e  k ind  of p o e try  in  w hich i t  i s  th e  p o e try  of th e  s u b je c t  t h a t  i s  
param ount.
C a i l lo i s  a t te m p ts  to  e s t a b l i s h  a  re a so n a b le  p o s i t i o n  on th e  r o l e  o f 
in s p i r a t io n  in  p o e try , b u t he  r e v e a ls  a c o n tin u in g  s u s p ic io n  o f  i n s p i r a ­
t i o n  and a  p re fe re n c e  f o r  th e  p ro d u c ts  o f i n t e l l i g e n c e ,  w i l l ,  and hard  
work. I n te l l i g e n c e  and co n sc io u s  e f f o r t ,  he sa y s , o n ly  a d m in is te r  r i c h ­
n e sse s  th a t  th e y  a r e  p o w erle ss  to  produce; th e y  do n o t c r e a te  (p . 5 9 ).
On th e  o th e r  hand, i n s p i r a t i o n 's  " g i f t s "  appear o n ly  a s  th e  r e s u l t  of 
hard  work and long  a t t e n t iv e n e s s :  " P a r to u t l e  c i e l  n 'a i d e  que c e l u i  q u i
s ' e s t  beaucoup a id é  e t  q u i ,  com ptant seu lem ent su r s e s  p ro p re s  fo r c e s ,  
n 'a t t e n d a i t  r i e n  d 'u n  s e c o u rs  d iv in "  (p . 6 0 ) . He d a im s  t h a t  i n s p i r a ­
t i o n  can  come in to  p la y  o n ly  when th e  co n sc io u sn ess  i s  d i s t r a c t e d  and 
th e  w i l l  r e la x e d ,  b u t he u rg e s  c o n t in u a l c a u t io n  and p e rp e tu a l  w a rin e ss  
o f any g i f t s  t h a t  seem f o r tu i t o u s .
S te v e n s ' comments on th e  s u b je c t  o f i n s p i r a t io n  a t  tim es  sound v e ry  
l i k e  C a i l l o i s .  For exam ple. In  a l e t t e r  to  Thomas McGreevy (1948) he 
sa y s , "The neo log ism s o f t a l k  in  o n e 's  s le e p  o r h a l f - s l e e p  a r e  n o t n e a r ly  
so w orthw h ile  a s  th e  a c c e le r a t io n  and d e f in i t i o n  o f  Id e a s  when one l i e s  
awake e a r ly  i n  th e  m orning . . . .  How o f te n  when one h as  been  t r y in g  to  
say som ething in  o n e 's  room d u rin g  th e  evening  and when one h a s  n o t even 
been su re  what i t  was t h a t  one wanted to  sa y , th in g s  come to  mind w ith  
a l l  th e  fo r c e  o f a c u te  c o n c e n tra t io n "  (LWS p . 618) . The rem arks i n d i ­
c a te  som ething o f S te v e n s ' d i s t r u s t  o f th e  p ro d u c ts  o f  th e  u n co n sc io u s— 
he say s  e lsew h ere  th a t  th e  uncon sc io u s  c r e a te s  n o th in g  (se e  LWS p . 505)— 
and th e  second s ta tem en t seems much l i k e  C a i l l o i s '  b e l i e f  t h a t  a t  tim es
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one m ust r e la x  th e  w i l l  in  o rd e r  to  a c h ie v e  o n e 's  d e s ire d  en d s . S tevens 
goes on to  n o te ,  "Of co u rse  th a t  common enough ex p erien ce  I s  a c tu a l ly  an  
ep iso d e  o f  c o n c e n tr a t io n ,  so th a t  a f t e r  a  b i t  one comes to  re c o g n iz e  n o t 
t h a t  i t  I s  e x c e p t io n a l ,  l i k e  a  b lan d ish m en t on th e  p a r t  o f a  f a t  and 
happy muse, b u t t h a t  I t  I s  an e le v a t io n  a v a i la b le  a t  w i l l "  (LWS p . 61 8 ).
In  "The R e la tio n s  between P o e try  and P a in t in g "  S tevens s a y s , "The 
p o in t I s  t h a t  th e  p o e t does h is  jo b  by v i r t u e  o f an e f f o r t  o f  th e  mind" 
and t h a t ,  l i k e  th e  p a in te r ,  he does so  " n o t by I n s p i r a t io n ,  b u t by Im agi­
n a t io n  o r by th e  m iracu lo u s k ind  o f  re a s o n  th a t  th e  im ag in a tio n  som etim es 
p rom otes" (NA 1 6 5 ). He goes on to  n o te  t h a t  th e  two a r t s  have In  common 
a " la b o r io u s  e lem en t, w hich, when i t  I s  e x e rc is e d . I s  n o t  o n ly  a  la b o r  
b u t a  consummation a s  w e ll"  (NA 1 6 5 ). As exam ples he c i t e s  a  p a ssag e  
from P ro u s t and a  p a in tin g  by Jacq u es  V i l lo n ,  w hich he d e s c r ib e s  a s  "d e - 
l i e  la e  o f th e  s p i r i t  a s  d is t in g u is h e d  from  d e le c ta t lo n e s  o f th e  se n se s  . . 
b ecause  one found In  them th e  la b o r  o f  c a lc u la t io n ,  th e  a p p e t i t e  f o r  p e r­
f e c t io n "  (NA 1 6 6 ). C a l l lo l s  would p ro b a b ly  n o t q u a r re l  w ith  t h i s  p o in t ,  
s in c e  he o f te n  r e v e a ls  h is  p re fe re n c e  f o r  p o e try  which m a n ife s ts  an  un­
c e a s in g  d e s i r e  f o r  what I s  p e r f e c t  and l a s t i n g .  The d i f f e r e n c e  betw een 
S tevens and C a l l l o l s  on th e  r o le  o f  I n s p i r a t i o n  I s  th a t  S tevens manages 
th e  s ta n c e  o f calm  re a so n a b le n e ss  t h a t  C a l l l o l s  p u rsu es  b u t o f te n  f a l l s  
to  a c h ie v e .
C a l l l o l s  r e v e a ls  a b a s ic  c o n se rv a tism  In  h i s  Id eas  on form In  po­
e t r y .  He a t ta c k s  modern p o e ts  who "ab an d o n n a ien t a lo r s  m é triq u e  e t  
p ro s o d ie ,  rim e e t  c é s u re . L eurs é c r i t s ,  dans ces  c o n d i t io n s ,  ne se  
d is t in g u a ie n t  g u è re  de la  p ro se , o rd in a ire m e n t, que p a r  une d i s p o s i t i o n  
ty p o g rap h iq u e  d o n t on ne v o y a i t  p as  b ie n  s u b s i s te r  l a  r a i s o n ,  p a r  une
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sy n tax e  monotone e t  r e lâ c h é e ,  q u i t e n d a i t  à l a  sim ple én u m éra tio n , e n f in  
p a r  une c e r t a in e  in co h éren ce  de fond d o n t l a  v e r tu  é t a i t  d is c u ta b le "  (p . 
3 0 ) . Form f o r  C a i l lo i s  i s  o b v io u s ly  a  m a tte r  o f rhyme, m e te r and th e  
ap p ea ran ce  o f th e  poem on th e  page. He im p lie s  th a t  p o e ts  avo id  t r a d i ­
t i o n a l  form s because th e y  w ish  to  evade th e  la b o r  and d i s c i p l i n e  th a t  
such form s r e q u ir e .
On o c c a s io n , S tevens r e v e a ls  som ething o f th e  t r a d i t i o n a l  a t t i t u d e s  
tow ard form . For exam ple, a  ja c k e t  n o te  by th e  p u b lis h e r  had in d ic a te d  
th a t  u n u su a l spacing  in  "The Man w ith  th e  B lue G u ita r"  was an  " e x p e r i­
m en ta l d e v ic e "  by which th e  p o e t w ished " to  in d ic a te  a  d e s i r a b le  pause 
o r  em p h asis ,"  bu t S tevens w ro te  to  Ronald Lane L a tim er, "T h is  i s  p u re  
n on sen se . I  never s a id  any such  th in g  and have a h o r ro r  o f  p o e try  p re ­
te n d in g  to  be contem poraneous because  o f  ty p o g ra p h ic a l q u e e rn e ss"  (LWS 
p . 3 2 6 ). We m ight n o te  th a t  th e  poem i s  spaced no rm ally  i n  th e  C o lle c te d  
Poems. S im ila r ly ,  in  "The R e la t io n s  betw een P o e try  and P a in t in g ,"  S te ­
v ens a t t a c k s  th e  k ind  of modern p o e try  in  w hich th e  " e x p lo i ta t io n  o f  form 
in v o lv e s  n o th in g  more th a n  th e  u se  o f  sm a ll l e t t e r s  fo r  c a p i t a l s ,  eccen­
t r i c  l in e - e n d in g s ,  to o  l i t t l e  o r  to o  much p u n c tu a tio n  and s im i la r  a b e r ­
r a t i o n s "  (NA 168). I t  seem s, how ever, th a t  S te v e n s ' rem arks h e re  a r i s e  
n o t from a  d e s i r e  to  l i m i t  p o e try  to  t r a d i t i o n a l  fo rm s, b u t from h i s  im­
p a t ie n c e  w ith  too l im ite d  a  co n cep t o f p o e try .  As he e x p la in s ,  such 
e c c e n t r i c i t i e s  "have n o th in g  to  do w ith  be ing  a l i v e .  They have n o th in g  
to  do w ith  th e  c o n f l i c t  betw een th e  p o e t and th a t  o f w hich h i s  poems a re  
made" (NA 168).
In  r e p ly  to  a P a r t i s a n  Review q u e s t io n n a ire  in  1948^ S tev en s  has 
l e f t  u s  th e  most d e f i n i t i v e  s ta te m e n t o f  h i s  v iew s on t h i s  s u b je c t .  He
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b eg in s  by s t a t i n g ,  " P o e try  i s  n o th in g  i f  i t  i s  n o t experim ent in  la n g u ag e . 
. . . The p o e t re c o rd s  h i s  e x p e rie n c e  a s  p o e t in  s u b je c ts  and words which 
a r e  p a r t  o f th a t  e x p e r ie n c e . . . . E xperim ent in  r e s p e c t  to  s u b je c t s  
and words i s  th e  e f f o r t  on h i s  p a r t  to  re c o rd  th e  t r u t h  o f t h a t  e x p e r i ­
ence" (LWS p . 5 8 9 ). S tevens th e n  l i n k s  h i s  v iew s on lan g u ag e , e x p e r ie n c e , 
and t r u t h  to  h i s  co n cep t o f form : "So, to o ,  experim en t in  form  i s  one
o f th e  c o n s ta n ts  o f  th e  s p i r i t .  Much o f w hat h a s  been  s a id  ab o u t sub­
j e c t s  and w ords a p p l ie s  to  form" (LWS p . 5 9 0 ). He acknow ledges t h a t  a 
more narrow  co n cep t o f form e x i s t s :  "T here  i s ,  how ever, a u sag e  w ith
r e s p e c t  to  form  a s  i f  form in  p o e try  was a  d e r iv a t iv e  o f p l a s t i c  sh ap e .
The tendency  to  v i s u a l i z e  form i s  i l l u s t r a t e d  by th e  way a r e f e r e n c e  to  
form becomes a  r e f e r e n c e  to  th e  ap p ea ran ce  o f  th e  poem on th e  page a s  in  
th e  c a se  o f a  poem in  th e  shape o f a  p e a r ,  sa y , o r  a  poem w ith o u t any 
shape a t  a l l "  (LWS p . 5 90 ). S tevens b e l ie v e s  t h a t  t h i s  v iew  o f form  
m isse s  th e  p o in t :  "Such t r i v i a l i t i e s  show th a t  th e  re c o rd  o f a  m an 's
e x p e rie n c e  in  th e  modern world i s  n o t a  d e r iv a t iv e  o f p l a s t i c  sh ap e . . . . 
P o e tic  form in  i t s  p ro p e r sen se  i s  a  q u e s t io n  o f w hat a p p e a rs  w ith in  th e  
poem i t s e l f "  (LWS p . 5 9 0 ). T hat l a s t  comment p la c e s  S tevens in  th e  camp 
o f th o s e  who se e  " s u b je c t"  and "form " a s  a r t i f i c i a l  d i s t i n c t i o n s  (we 
m ight r e c a l l  t h a t  M a u ln ie r 's  d e f i n i t i o n  o f p o e try  e x p l i c i t l y  a v o id s  th e  
s c h o la r ly  d i s t i n c t i o n s  between "fond" and " fo rm e " ) .
S tevens c o n s id e rs  i t  Im portan t to  c l a r i f y  th e  r e l a t io n s h ip s  betw een 
form and s u b je c t  so a s  to  tra n sc e n d  such  a r t i f i c i a l  d i s t i n c t i o n s ,  because  
he b e l ie v e s  t h a t  " i t  i s  alw ays form in  i t s  in im ic a l  sen ses  t h a t  d e s tro y s  
p o e try "  (LWS p . 5 9 0 ). He e x p la in s  h i s  te rm s : "By in im ic a l  s e n se s  one
means th e  t r i v i a l i t i e s .  By ap p ea ran ce  w ith in  th e  poem i t s e l f  one means
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th e  th in g s  c re a te d  and e x i s t in g  th e r e .  The t r i v i a l i t i e s  m a tte r  l i t t l e  
to d ay  and most p eo p le  concede th a t  p o e t ic  form  i s  n o t a  q u e s tio n  o f  l i t ­
e r a ry  mode" (LWS p . 5 9 0 ). These l a s t  comments e s t a b l i s h  s e v e r a l  im por­
t a n t  p o in t s .  F i r s t ,  i t  seems c l e a r  th a t  S tev en s would c o n s id e r  C a i l l o i s '  
in s i s te n c e  on form in  th e  t r a d i t i o n a l  sen se  o f  rhyme and m e ter to  be con­
cern ed  w ith  t r i v i a l i t i e s .  M oreover, he c o n s id e r s  th a t  th e  q u e s tio n  o f 
form in  t h a t  narrow  sen se  i s  no lo n g e r  an  i s s u e .  Even more im p o rta n t , 
he b e l ie v e s  t h a t  an  in s i s te n c e  on th a t  sen se  o f form  i s  p o t e n t i a l l y  harm­
f u l  to  p o e try  i t s e l f .  F in a l ly ,  h i s  co n cep t o f  form  would seem to  be a 
p a r t  of h is  co n ce p t o f a  p o e try  t h a t  i s  t r u e  to  e x p e rie n c e , o f an  abun­
d an t p o e try , and u l t im a te ly ,  o f p u re  p o e try — th e  k in d  t h a t ,  he  say s  in  
t h i s  same l e t t e r ,  i s  a  " th e o ry  o f  th e  w orld" and th a t  " le a d s  to  a  f r e s h  
co n ce p tio n  o f  th e  w orld" (LWS p . 59 0 ). For S te v e n s , form may be a  fu n c ­
t i o n  of s u b je c ts  and w ords, b u t we must a lw ays remember t h a t ,  f o r  S te v e n s , 
th e  co n cep ts  o f s u b je c ts  and w ords a re  u l t im a te ly  absorbed  in to  th e  con­
c e p t o f th e  Word.
Throughout h is  book, C a i l l o i s  d em o n stra te s  h i s  h o s t i l i t y  to  th e  con­
c e p t o f p o e try  t h a t  S tev en s and M auln ier so o b v io u s ly  esp o u se . Language, 
f o r  C a i l l o i s ,  i s  n o t th e  go lden  key to  th e  in e f f a b le ;  r a th e r  language 
s e rv e s  to  im pose r e s t r a i n t s  and r u l e s  fo r  p o e t ic  a c t i v i t y .  P o e try  i s  
n o t m agic, in  h i s  v ie w p o in t, and he  e x p l i c i t l y  a t ta c k s  th o s e  who "ex p o sen t 
l e u r s  r a is o n s  dans un e s p r i t  r e l i g ie u x ,  p a r f o i s  même avec un lan g ag e  
em prunté à l a  th é o lo g ie "  (p . 7 6 ). He r i d i c u l e s  s p e c i f i c a l l y  th e  id e a  
t h a t  p o e try  i s  some in d e f in a b le  e sse n c e ; i f  i t  w ere, he s a y s , th e re  
should  be n o th in g  l o s t  in  t r a n s l a t i n g  a poem from  one language to  a n o th e r :  
" i l  ne d e v r a i t  p as  ê t r e  m a la is é  de tra n s p o s e r  d 'u n  c h i f f r e  dans un a u t r e
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un m essage d 'u n e  s i  sublim e o r ig in e  q u ' i l  ne  c o n v ien t proprem ent à 
aucun a lp h a b e t humain" (p . 7 8 ) . The p o e t i s  n o t a  s e e r ,  n o t a  m eta­
p h y s ic ia n , no t a  m ag ician ; he i s  sim ply  " I 'a r t i s a n  du lan g ag e"  (p . 8 2 ) . 
P o e try  i s  th e  a c t  o f e x t r a c t in g  from w ords. Such co n ce p ts  a re  a f a r  
c ry  from th e  b e l i e f  th a t  th e  p o e t ch a rg e s  language w ith  a l l  th e  power 
o f w hich i t  i s  c ap a b le  and th e  v iew  o f p o e try  a s  a  f o rc e  w hich , in  th e  
combat o f  th e  cosmos and th e  word, c a l l s  th e  w orld to  be  b o rn  anew. We 
have a lre a d y  seen  w hich p o in t  o f  v iew  S tevens e sp o u ses . For him , p o e try  
i s  th e  " th e o ry  o f  th e  word fo r  th o se  /  For whom th e  word i s  th e  making 
o f th e  w orld" (CP 3 4 5 ).
A lthough S tevens e x p re s se s  d i s s a t i s f a c t i o n  w ith  th e  s ta n d s  th a t  
C a i l l o i s  ta k e s  on p a r t i c u l a r  i s s u e s ,  he d isa p p ro v e s  even more o f  C a i l l o i s '  
method o f p re s e n tin g  h is  argum ent. He p o in ts  o u t th a t  C a i l l o i s  says 
th in g s  t h a t  a re  u n tru e  and th e n  p ro v es  them u n tru e , and t h a t  he evades 
d i r e c t  th in k in g  by la p s in g  in to  m etaphor o r  p a ra b le .  S te v e n s ' a t t a c k  
on C a i l l o i s  a s  th in k e r  and t h e o r i s t  r a i s e s  two in t e r e s t i n g  q u e s tio n s :
(1) i s  h i s  c r i t i c i s m  a c c u ra te  and j u s t i f i e d ?  and (2) does S tev en s fo llo w  
in  h i s  own th e o r e t i c a l  w r i t in g  th e  id e a l  th a t  he p roposes?
The answer to  th e  f i r s t  q u e s t io n  can  be found sim ply  by lo o k in g  a t  
C a i l l o i s '  book. My own re sp o n se  i s  much l i k e  th a t  o f S te v e n s . C a i l lo i s  
f r u s t r a t e s  and annoys h is  r e a d e r  by fo rc in g  le g i t im a te  p o s i t io n s  in to  
ex trem e and u l t im a te ly  absu rd  p o s tu r e s .  One has d i f f i c u l t y  d is c e rn in g  
C a i l l o i s '  p o s i t io n  on any is s u e  u n t i l  one has waded th ro u g h  m asses o f 
h y p e rb o lic  argum ent. Such a  method i s ,  a s  S tevens s a y s , p rovok ing  r a th e r  
th a n  p ro v o c a tiv e .
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C a l l l o l s '  d is c u s s io n  o f th e  r o le s  o f th e  unconsc ious and th e  con­
sc io u s  in  c r e a t in g  p o e try  o f f e r s  a  good example o f  h i s  c h a r a c t e r i s t i c  
method of o v e r s ta t in g  th e o r ie s  in  extrem e te rm s. He red u ce s  th e  p o e t ic s  
o f th e  u n co n sc io u s to  an ex trem e s ta tem en t based on o n ly  one te c h n iq u e , 
au to m atic  w r i t in g :
C e lu l - c l  c o n s e i l l e  de r e la y e r  l e s  d is c o u rs  d 'u n e  s o r te  de démon 
I n te r n e ,  Inconnu de sol-même e t  p lu s  sol-même que c e  q u 'o n  c o n n a ît 
de s o l :  11 f a u t  l a i s s e r  c o u r i r  l a  main san s  r i e n  s a v o ir  de ce
q u 'e l l e  é c r i t ,  l 'o b l i g e r  de r e p a r t i r  quand e l l e  s 'a r r ê t e ,  r e g a rd e r  
e n f in  l e  r é s u l t a t  â  l a  f o i s  comme une oeuvre  de g é n ie  e t  comme l a  
r é v é la t io n  p ro d ig ie u s e  d 'ab îm es  humains cach és  à  l'homme par sa  
p ro p re  c o n sc ie n c e . C e tte  a t t i t u d e  extrêm e ne d o i t  pas su rp re n d re : 
c 'e s t  l 'a n t i q u e  h é r i t a g e  de l a  p y th ie  q u 'o n  p ré te n d  r e c u e i l l i r .
C 'e s t  l a  même v o ix  q u i m o n ta it des e n t r a i l l e s  d 'u n e  v ie rg e  b o u le ­
v e r s é e ,  m urm urait dans l e  f e u i l l a g e  de chênes d iv in s ,  tom b ait des 
lè v re s  d 'u n  ange pour un p ro p h è te  a g e n o u i l lé ,  don t on e sp è re  au­
jo u r d 'h u i  q u 'e l l e  f a s s e  s u r g i r  à l a  lu m ière  l e s  remous du f le u v e  
to u t  an im al de sang e t  de d é s i r s  q u i ro u le  au fond de chacun une 
la v e  a rd e n te  e t  sombre. (pp. 56-57)
He co n c lu d es  w ith  th e  comment, "How s tra n g e  to  im agine t h a t  one can
ach iev e  a n y th in g  l a s t i n g  o r d u ra b le  i n  t h i s  way!"
He tu r n s  th e  same s o r t  o f r i d i c u l e  on th o se  who b e l ie v e  th a t  p o e try
i s  th e  p ro d u c t o f  co n sc io u s  e f f o r t :
l 'é c r i v a i n ,  c e t t e  f o i s ,  ne compte o b te n ir  que du c a lc u l  l e s  e f f e t s  
q u ' i l  re c h e rc h e  e t  v e u t d e v o ir  to u t  â son h a b i l e t é .  I l  dédaigne  
d es  m e rv e i l le s  q u ' i l  suppose f o r t u i t e s  pour des r é u s s i t e s  c l a i r e ­
ment dues â l a  m é d ita t io n . Son in t e l l ig e n c e ,  to u te  occupée d ' e l l e -  
même, ne  découvre  b ie n tô t  aucun o b je t  d ig n e  de son e x e rc ic e  e t  l a  
page b la n c h e  épouvante  un a u te u r  q u i ne tro u v e  r i e n  d 'a s s e z  a b s t r a i t  
à l u i  c o n f ie r .  (pp. 57-58)
C a i l l o i s  fo llo w s  t h i s  s t r a t e g y  th roughou t h i s  w ork. He pushes th e ­
o r e t i c a l  s ta n c e s  to  absu rd  ex trem es, and on ly  o c c a s io n a lly  does he p ro ­
pose an a l t e r n a t i v e  th e o ry . One f in d s  o n e se lf  r e l u c t a n t l y  a g re e in g  th a t  
o f  co u rse  th e  th e o ry  under a t t a c k ,  a s  C a i l lo i s  p r e s e n ts  i t ,  i s  u n tru e .  
S te v e n s ' comment t h a t  he " sa y s  som ething th a t  i s  u n tru e  and th e n  makes
129
a  g r e a t  p o in t o f p ro v in g  th a t  i t  i s  u n tru e "  i s  p e r f e c t ly  a c c u r a te .
S te v e n s ' rem ark th a t  "he p ro v es  th in g s ,  n o t by e x p re s s in g  rea so n s
b u t by in t im a tio n s  to  be d e r iv e d  from a n a lo g ie s "  and t h a t  he evades
d i r e c t  th in k in g  by " la p s in g  in to  m etaphor" i s  e q u a l ly  v a l i d .  C a i l l o i s '
tre a tm e n t o f th e  s u b je c t-fo rm  q u e s tio n  p ro v id e s  a good i l l u s t r a t i o n .  He
say s , fo r  exam ple, t h a t  d ev o tees  o f  pu re  p o e try  view  su b s ta n c e  a s  th e
te m p ta tio n s  o f th e  W orld, th e  F le s h , and th e  D ev il ("du Monde, de la
C hair ou du Démon"). In  answ er to  t h i s  q u e s t io n , he  p o ses  a  s e t  of
r h e to r i c a l  q u e s t io n s :  "Ou e x c lu r a - t - o n  1 ' I l i a d e  e t  l ' O dyssée p a rc e  que
l 'a n e c d o te  y t i e n t  une la rg e  p la c e ?  R acine e t  B a u d e la ire  que l e  so u c i de
la  form e occupe av an t to u t  a u tre ?  D ante occupé de th é o lo g ie ? "  (p . 7 9 ).
As r e a d e r s ,  we f in d  o u rs e lv e s  a g re e in g  w ith  h i s  im p lic a t io n  t h a t  of
co u rse  a  concep t o f p u r i t y  th a t  would c a s t  such  works o u t o f  th e  canon
must be a b su rd , b u t we m ust a l s o  wonder w hether C a i l l o i s '  r e d u c t io n  o f
pure  p o e try  to  such  a b s u rd i ty  i s  v a l id .  In  th e  f i n a l  a n a ly s i s  he has
on ly  proved th a t  h i s  co n cep t o f l a  p o é s ie  p u re  i s  a b s u rd , n o t  n e c e s s a r i ly
th a t  o th e r  co n ce p ts  o f i t  a r e .
In  o rd e r  to  a rg u e  th e  t r a n s ie n c e  (and by im p lic a t io n ,  th e  sm all
v a lu e )  o f i n s p i r a t i o n 's  g i f t s ,  C a i l l o i s  c o n s t r u c t s  an  ex tended  m etaphor:
Les p lu s  b e l l e s  f l e u r s  so n t éphém ères, m e rv e i l le s  que l 'a r d e u r  du 
s o l e i l  t i r e  de l a  v a se  des m a ra is  e t  q u 'e l l e  p o u r r i t  b i e n t ô t .  . . . 
La s é v é r i t é  d 'u n  s ty le  c o n fè re  â le u r  s t r u c t u r e  m esurée l a  marque 
e t  l a  s û r e té  d es  oeu v res  m éthodiques de l ' e s p r i t .  Sans d o u te  l e s  
f l e u r s  s é v è re s  où l e s  r o i s  tro u v e n t l e  modèle de l e u r s  s c e p tr e s ,  
l e  ly s ,  l ' i r i s  ou l a  s o le n n e l le  t u l i p e ,  p ré s e n te n t  a u ta n t  d 'o b je t s  
que l ' i n t e l l i g e n c e  p e u t - ê t r e  e û t conçus e t  l ' a r t  e x é c u té s ,  s ' i l s  
p o u v a ien t anim er l e s  f r u i t s  de le u r s  p lu s  a b s t r a i t e s  dém arches e t  
â supposer q u 'e n  ay an t l a  p u is s a n c e , i l s  n ' a i l l e n t  p a s  p r é f é r e r  
d é lib é rém en t de l e s  p r é s e r v e r ,  en même temps que de l a  v i e ,  d 'u n e  
in é v i ta b le  e t  l e n te  c o r ru p t io n .
H é la s , l e s  c o r o l l e s  l e s  p lu s  g éom étriques  ne d o iv e n t r i e n  de 
p lu s  à l a  m é d ita t io n  que l e s  p lu s  c a p r ic ie u s e s  e t  l e s  p lu s  ch a to ­
y a n te s .  E l le s  ne so n t pas m oins p a s sa g è re s . (pp . 43-44)
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He a t ta c k s  th o se  who ex p re ss  t h e i r  th e o r i e s  in  th e o lo g ic a l  lan g u ag e , 
b u t in  th e  p e n u ltim a te  p a rag rap h  o f  h i s  own d is c u s s io n  he does p r e c i s e ly  
th e  same th in g :
Selon c e r ta in e s  r e l i g io n s ,  l'homme ne d o i t  p a s  re g a rd e r  comme son 
b u t p r in c ip a l  e t  en co re  m oins u n iq u e , l a  s a lu t  de son âme. I l  d o i t  
a p p l iq u e r  sa v o lo n té  â d 'a u t r e s  f i n s ,  m oins a m b itie u se s  e t  moins 
in t é r e s s é e s .  E t l e  s a lu t  l u i  e s t  a l o r s  donné p a r  s u r c r o î t .  De 
même le s  m o ra l is te s  a f f irm e n t q u ' i l  ne f a u t  p as  p o u rsu iv re  l a  bé­
a t i t u d e  en elle-m êm e, m ais seu lem en t comme une récom pense a c c e s s o ir e  
q u 'a p p o r te  avec e l l e  l a  p r a t iq u e  de l a  v e r tu .  J 'im a g in e  q u ' i l  en 
va  de même pour beaucoup d 'a u t r e s  b ie n s  e t  en  p a r t i c u l i e r  pour l a  
p o é s ie .  Aux t e n ta t i o n s  t e r r e s t r e s  don t on d i t  q u ' i l  f a u t  l a  g a rd e r , 
j ' e n  a j o u te r a i  donc une a u t r e ,  a n g é l iq u e , m ais q u i p eu t l e  mieux 
l a  p e rd re  e t  q u i c o n s i s te ,  l 'a y a n t  c ru e  s u p é r ie u re  aux ch o ses  du 
monde, à v o u lo ir  l ' e n  s é p a re r  pour l u i  donner p lu s  d 'é c l a t  e t  de 
p u re té  q u 'e l l e  ne  s a u r a i t  a v o i r .  (pp . 82-83)
The exam ples I  have c i t e d  form th e  p a t t e r n  o f C a i l l o i s '  argum ent.
I am in c l in e d  to  a g re e  w ith  S tevens t h a t  t h i s  i s  a man s tru g g lin g  a g a in s t  
h is  own n a tu re  and th a t  t h i s  work i s  n o t r e a l l y  th e  p ro d u c t o f s o l id  
th in k in g .  A pparen tly  unaw are o f h i s  own s e l f - c o n t r a d i c t i o n s ,  C a i l lo i s  
heaps a l l  manner o f sco rn  and r i d i c u l e  on p u re  p o e try ,  b u t h is  d e te rm in a ­
t io n  to  c le a n s e  and p u r i f y  p o e try  o f  a l l  i t s  im p o stu re s  makes i t  c l e a r  
th a t  he to o  sh a re s  th e  F rench  p a s s io n  f o r  ^  p o é s ie  p u re .
W hether S tevens h im se lf  a d h e re s  to  th e  s ta n d a rd  he has s e t  f o r  good
/
th in k in g  and good p ro se  i s  n o t q u i t e  so s im p le . For one th in g , S tevens 
never p u b lish e d  a  com plete  fo rm u la tio n  o f h i s  a e s th e t i c  in  th e  form of 
p ro se  th e o ry . The N ecessary  Angel comes th e  c l o s e s t  to  th a t  s o r t  o f 
th in g ,  b u t i t  i s  h a rd ly  f a i r  to  t r e a t  th e  work a s  a  sy s te m a tic  p o e t ic .
I t  i s  composed of seven e s s a y s , b u t a s  S tev en s n o te s  in  th e  in t r o d u c t io n ,  
"Except f o r  th e  p ap er on one o f  M iss M oore 's  poems, th e y  were w r i t t e n  to  
be spoken and t h i s  a f f e c t s  t h e i r  c h a ra c te r "  (NA v i i ) .  M oreover, th e  e s ­
say s  w ere composed over a  number o f y e a r s ,  from  1942 to  1951, and each
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i s  c o lo re d  by th e  n a tu re  o f  th e  o c c a s io n  w hich engendered i t .  S tevens 
had r e s i s t e d  su g g e s tio n s  t h a t  th e y  be p u b lish e d  in  book form  (se e  LWS 
pp. 597-598), b u t agreed  f i n a l l y  to  K n o p f 's  re q u e s t  in  1951; t h a t  he had 
r e c e n t ly  been awarded th e  B o llin g e n  P r iz e  (1950) and th e  N a tio n a l Book 
Award (1951) fo r  The A uroras o f  Autumn seems to  have g e n e ra te d  K n o p f 's  
d e s i r e  to  p u b lis h  th e  p ro se  and p e rh ap s  to  have made S tev en s more w i l l in g  
to  do so . We have n o te d , how ever, t h a t  th e  e s sa y s  grew o u t o f S te v e n s ' 
in te n s e  d e s i r e  to  c o n t r ib u te  to  th e  d e f i n i t i o n  o f p o e try ,  and h i s  a g re e ­
in g  to  t h e i r  p u b l ic a t io n  f i n a l l y  seems to  have come from h i s  r e a l i z a t i o n  
th a t  th e s e  e ssay s  would l i k e l y  be h i s  o n ly  p ro se  c o n t r ib u t io n  to  th e  
ta s k .  (We should remember t h a t ,  d e s p i t e  th e  v i t a l i t y  o f  h i s  i n t e l l e c t  
and th e  u n fla g g in g  energy  o f  h i s  c r e a t i v i t y ,  S tevens in  1951 was p a s t  
sev en ty  y e a rs  o ld  and p lagued  w ith  a  number o f  h e a l th  p rob lem s, in c lu d in g  
eye t r o u b le .  He was to  d ie  in  1955, a  few m onths b e fo re  h i s  s e v e n ty - s ix th  
b i r th d a y .)  He says in  th e  in t r o d u c t io n  t h a t  th e  " th e o ry  o f p o e try ,  a s  a 
s u b je c t  of s tu d y , was som ething w ith  r e s p e c t  to  w hich I  had n o th in g  b u t 
th e  m ost a rd e n t a m b itio n s . I t  seemed to  me to  be one o f th e  g r e a t  sub­
j e c t s  o f s tu d y . . . . The few pages th a t  fo llo w  a r e ,  now, a l a s !  th e  o n ly  
r e a l i z a t i o n  p o s s ib le  to  me of th o se  e x c i te d  a m b itio n s"  (NA v i i - v i i i ) .
N e v e r th e le s s , we can form an o p in io n  o f S te v e n s ' method a s  t h e o r i s t  
on th e  b a s is  of th e  e s s a y s , and he seems to  have been w i l l in g  th a t  th ey  
be t r e a te d  in  t h i s  way. He say s  a ls o  in  th e  p re fa c e  t h a t  " th e y  a r e  in ­
tended  to  be c o n t r ib u t io n s  to  th e  th e o ry  o f p o e try "  and th a t  to  an  e x te n t 
" th e y  a r e  a  r e a l i z a t io n "  o f h i s  am b itio n  to  make such a  c o n t r ib u t io n  (NA 
v i i - v i i i ) .
The in t ro d u c t io n  to  th e  book s t a t e s  th e  key p o in t s  o f h i s  th e o ry .
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He says th a t  he does n o t in te n d  "one more A rs P o e tic a  having to  do , sa y , 
w ith  th e  te c h n iq u e s  o f  p o e try  and p e rh ap s  w ith  i t s  h i s to r y .  I  mean po­
e t r y  i t s e l f ,  th e  naked poem, th e  im a g in a tio n  m a n ife s tin g  i t s e l f  i n  i t s  
dom ination  o f w ords" (NA v i i i ) . The key w ords h e re  a r e  n o t th e  "naked 
poem," a t  l e a s t  n o t in  th e  sense  o f th e  poem a s  th e  a r t i f a c t  on th e  
page, b u t th e  a c t i v i t y  o f th e  im a g in a tio n . S tevens r e a f f i rm s  to o  h i s  
view  of p o e try  a s  a  dem iurg ic  a c t i v i t y :
Only r e c e n t ly  I  spoke o f c e r t a i n  p o e t ic  a c t s  a s  s u b t i l i z i n g  e x p e r i­
ence and v a ry in g  ap p ea ran ce : "The r e a l  i s  c o n s ta n t ly  b e ing  en g u lfed
in  th e  u n re a l .  . . . [  P o e try  ]  i s  an  i l lu m in a t io n  o f a s u r f a c e ,  th e  
movement o f  a  s e l f  in  th e  r o c k ."  A fo r c e  c a p a b le  o f b r in g in g  abou t 
f lu c tu a t io n s  in  r e a l i t y  in  words f r e e  from m y stic ism  i s  a  f o r c e  i n ­
dependent o f o n e 's  d e s i r e  to  e l e v a te  i t .  I t  needs no e le v a t io n .  I t  
h as  o n ly  to  be p re s e n te d , a s  b e s t  one i s  a b le  to  p re s e n t  i t .  ^
(NA v i i i )
The co n cep t o f p o e try  he e x p re s se s  h e re — elsew h ere  we have d is c u s s e d  i t  
a s  p o e s is , a s  th e  combat o f cosmos and w ord, a s  lo g o s  o r  v e rb e —m ust be 
tak en  in to  acco u n t in  e v a lu a tin g  S tevens a s  p o e t ic  t h e o r i s t .  The view  
acco u n ts  f o r  h is  d i s t a s t e  f o r  an  A rs P o e tic a  and a t  tim es  f o r  a  d e l ib e r ­
a t e  la c k  o f s p e c i f i c i t y ,  w hich i s  by no means th e  same th in g  a s  vagueness 
o r fuzzy  th in k in g .
S tevens sh a re s  one t r a i t  i n  p a r t i c u l a r  w ith  th e  F rench  a e s th e t i c i a n s  
t h a t  he re a d ;  t h a t  i s ,  an  avowed m odesty o f  p u rp o se . Mauron, we r e c a l l ,  
c la im s o n ly  to  be ex p erim en tin g  w ith  a  h y p o th e s is  and s p e c i f i c a l l y  d i s ­
c la im s th a t  h i s  th e o r i e s  a re  to  be ta k e n  a s  th e  o n ly  o n es . S im i la r ly ,  
M auln ier c i t e s  th e  i n e f f a b i l i t y  o f p o e try  a s  i t s  c e n t r a l  a t t r i b u t e  and 
hence d isavow s any in t e n t  to  c o n s tru c t  r e c ip e s  and fo rm u la s . C a i l l o i s  
in tro d u c e s  h i s  s tu d y  w ith  th e  same s o r t  o f im p lied  m odesty: "J 'o s e
p u b lie r  a u jo u rd 'h u i  un fo rm u la ire  inco m p le t e t  p r o v is o i r e  su r  un o b je t
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é lo ig n é  de mes trav a u x  h a b i tu e l s . Ce n 'e s t  p as  une d o c t r in e  que 1e 
p r é s e n te , m ais une s u i t e  de r é f le x io n s  e t  d 'a n a ly s e s  q u i ne so n t pas 
t ro p  r e l i é e s  e n t r e  e l l e s , en co re  q u 'u n e  p ro g re s s io n  c e r t a in e  s 'y  p u is s e  
d e v in e r" [ p .  1 3 ] .  S te v e n s ' f i n a l  in tro d u c to ry  rem arks r e v e a l  a  mind­
s e t  s im i la r  to  th a t  o f th e  F ren ch : "These a re  n o t  p ages  o f  c r i t i c i s m
nor o f  p h ilo so p h y . Nor a r e  th e y  m ere ly  l i t e r a r y  p ag es . They a re  pages 
th a t  have to  do w ith  one o f th e  en largem en ts  o f l i f e .  They a r e  w ith o u t 
p re te n c e  beyond my d e s i r e  to  add my own d e f in i t i o n  to  p o e t r y 's  many ex­
i s t i n g  d e f in i t i o n s "  (NA v i i i ) . We should  n o te ,  how ever, th a t  though 
S te v e n s ' d e s c r ip t io n  o f h i s  book may be m odest, what he c la im s  f o r  p o e try  
i s  n o t .
S tev e n s, l i k e  C a i l l o i s ,  o f te n  develops h i s  argum ent w ith  th e  su p p o rt 
o f m etaphors and a n a lo g ie s .  "The N oble R ider and th e  Sound o f W ords," 
f o r  exam ple, re v o lv e s  around P l a t o 's  f ig u re  o f th e  winged h o rse s  and 
c h a r io te e r ,  which r e p re s e n ts  th e  s o u l .  S tevens u se s  th e  f ig u r e  n o t ,  how­
e v e r ,  to  evade th e  is s u e s  o f h i s  s u b je c t ,  b u t a s  a  means fo r  t r a c in g  th e  
f o r tu n e s  o f th e  " id e a  o f n o b i l i t y , "  th e  " id e a l  o f n o b i l i t y  a s  a  c h a ra c ­
t e r i s t i c  of th e  im a g in a tio n ,"  th e  " r e l a t i o n  betw een th e  im ag in a tio n  and 
r e a l i t y , "  and th e  tendency  o f  language  to  le a n  a t  tim es  more tow ard th e  
im a g in a tio n , a t  tim es more tow ard r e a l i t y .  S tevens h as  th e  a b i l i t y ,  to o ,  
to  s t a t e  th in g s  d i r e c t l y  a lm ost to  th e  p o in t o f b lu n tn e s s :  " In  t h i s  a re a
of my s u b je c t  I  m ight be expec ted  to  speak o f th e  s o c i a l ,  t h a t  i s  to  say 
s o c io lo g ic a l  o r  p o l i t i c a l ,  o b l ig a t io n  o f th e  p o e t .  He has none" (NA 2 7 ).
In  "The F ig u re  o f th e  Y outh a s  V i r i l e  P o e t ,"  a  l e c tu r e  on th e  r e l a ­
t io n  between p o e try  and p h ilo so p h y , a somewhat p u z z lin g  f ig u r e  o f  a  "mys­
t i c  m use," an  " in e x p l ic a b le  s i s t e r  o f th e  M inotaur" a p p e a rs  s e v e ra l
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tim e s , and S tevens ran g es  in  a  somewhat c a s u a l  way amid th e  w orks o f 
many w r i te r s —W illiam  Jam es, B ergson, C o le r id g e , A r i s to t l e ,  C ezanne, to  
name a few. H is argum ent can  be d i f f i c u l t  to  fo llo w . But S tev en s has 
a  way o f in te rp o s in g  p assag es  o f s u c c in c t c l a r i t y :
I  have compared p o e try  and p h ilo so p h y ; I  have made a  p o in t  of 
th e  degree  to  which p o e try  i s  p e rs o n a l,  b o th  in  i t s  o r ig in  and in  
i t s  end, and have spoken of th e  ty p i c a l  e x h i la r a t io n  th a t  ap p ea rs  
to  be in s e p a ra b le  from genuine p o e t ic  a c t i v i t y ;  I  have s a id  th a t  
th e  g e n e ra l p ro g re s s  from th e  in c r e d ib le  to  th e  c r e d ib le  was a 
p ro g re s s  in  w hich p o e try  has p a r t i c ip a te d ;  I  have im prov ised  a  
d e f in i t i o n  o f p o e t ic  t r u t h  and have spoken o f th e  i n t e g r i t y  and 
p e c u l i a r i ty  o f  th e  p o e t ic  c h a r a c te r .  Summed up , our p o s i t io n  a t  
th e  moment i s  th a t  th e  p o e t must g e t  r i d  o f  th e  h i e r a t i c  in  ev e ry ­
th in g  th a t  co n ce rn s  him and must move c o n s ta n t ly  in  th e  d i r e c t io n  
o f th e  c r e d ib le .  He must c r e a te  h i s  u n r e a l  o u t of what i s  r e a l .
( m  58)
Both th e se  e ssa y s  p receded  S te v e n s ' r e a d in g  o f C a i l lo i s .  The n e x t 
two e ssa y s  in  The N ecessary  A ngel, "Three Academic P ie c e s"  (1947) and 
" E ffe c ts  o f A nalogy" (1 9 4 8 ), were composed in  th e  y e a rs  j u s t  a f t e r  Les 
Im postu res de l a  p o é s ie . S te v e n s ' c r i t i c i s m  o f C a i l l o i s '  method form s 
an in te r e s t in g  backdrop to  h i s  own method in  th e s e  two e s s a y s . "Three 
Academic P ie c e s ,"  fo r  exam ple, b eg in s  w ith  a  c l e a r  and c a r e fu l  in t ro d u c ­
t io n  of te rm s:
The accu racy  o f  a c c u ra te  l e t t e r s  i s  an  accu racy  w ith  r e s p e c t  
to  th e  s t r u c tu r e  o f  r e a l i t y .
Thus, i f  we d e s i r e  to  fo rm u la te  an  a c c u ra te  th e o ry  o f  p o e try ,  
we f in d  i t  n e c e ssa ry  to  examine th e  s t r u c t u r e  o f r e a l i t y ,  because  
r e a l i t y  i s  th e  c e n t r a l  r e fe re n c e  f o r  p o e t ry .  By way of acco m p lish ­
ing  t h i s ,  suppose we examine one o f th e  s ig n i f i c a n t  com ponents o f 
th e  s t r u c tu r e  o f r e a l i t y — th a t  i s  to  sa y , th e  resem blance betw een 
th in g s .  ( M  71)
He goes on th en  to  d e f in e  what he means by re sem b lan ce , to  d i s t i n g u is h
i t  from id e n t i t y  and im i ta t io n ,  to  e x p la in  how i t  fu n c tio n s  i n  m etaphor,
to  i l l u s t r a t e  what he c a l l s  " p r iv a te  re se m b la n c e s ."  Then he d is c u s s e s
how a l l  th e se  fu n c tio n  in  p o e try  ("P o e try  i s  a  s a t i s f y in g  o f th e  d e s i r e
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f o r  re sem b lan ce") and in  tu rn  how p o e t r y 's  " p r o l i f e r a t i o n  o f re sem b lan ces"  
a c t s  on our sense  o f r e a l i t y .  T h is  i s  th e  b a s ic  o u t l in e  o f th e  f i r s t  
academ ic p ie c e .
The second and th i r d  a r e  a c tu a l  poems concerned w ith  th e  i s s u e s  th e  
p ro se  p ie c e  r a i s e s :  "Someone P u ts  a  P in e a p p le  T ogether"  i l l u s t r a t e s  th e
p ro c e s s  by w hich th e  p o e t ic  im a g in a tio n  d is c o v e rs  and c r e a te s  resem ­
b la n c e s ,  and i t  comments on t h i s  a c t i v i t y  a s  a  p o e t ic  p r in c i p le ;  "Of 
Id e a l  Time and C hoice" p u l l s  to g e th e r  them es o f tim e , change, and d e a th ,  
and e s ta b l i s h e s  a " c e n te r  o f resem b lance" a s  a  k ind  of p h i lo s o p h ic a l  
p r in c ip le  r e l a t e d  to  a  tra n s c e n d e n t " c e n te r  o f  id e a l  tim e" (NA 8 9 ) . S te ­
v e n s , l i k e  C a i l l o i s ,  u se s  p o e try  and m etaphor to  p rove h i s  p o in t s ,  b u t  he 
does so in  p a ssag es  th a t  a r e  c l e a r l y  poems and la b e l le d  a s  such .
S tev en s  em ploys b o th  th e  p ro s e  and p o e t ic  form s o f th e o r iz in g  i n  
t h i s  e s s a y ,  b u t each  conform s to  th e  m e r i ts  o f i t s  own p a r t i c u l a r  g e n re : 
h i s  p ro se  p ie c e  r e v e a ls  c l e a r  th in k in g  and d i r e c t  s ta te m e n t; h i s  p o e t ic  
p ie c e s  may p rove by in t im a tio n  and a n a lo g y , b u t c e r t a in l y  n o t by e v a s io n . 
In  k eep ing  w ith  one o f th e  p r in c i p le s  ex p ressed  in  th e  p ro se  p ie c e ,  th ey  
r e v e a l  th e  "am bigu ity  th a t  i s  so fa v o ra b le  to  th e  p o e t ic  m ind ,"  w hich he 
say s  i s  " p r e c i s e ly  th e  am b ig u ity  fa v o ra b le  to  resem blance" (NA 7 9 ) .  The 
e ssa y  i s  o f  a  w hole, n o t m ere ly  i n  th e  sen se  th a t  C a i l l o i s '  fram in g  t e x t s  
conform  to  th e  same p r in c ip le s  u n d e r ly in g  h i s  work, b u t in  an  o rg a n ic  
un ion  o f  th e o ry  and r e a l i z a t i o n  o f  th e o ry  in  p o e try .
" E f f e c t s  o f A nalogy" p ro v id e s  a n o th e r  example o f S te v e n s ' a b i l i t y  
to  s t a t e  th in g s  c l e a r ly  and d i r e c t l y .  H is method i s  in d u c t iv e ,  b u t 
c l e a r .  He b eg in s  w ith  exam ples o f two d i s t i n c t  k in d s  o f  an a lo g y  and ex­
p la in s  th e  d i f f e r e n c e .  S e c tio n s  two, th r e e ,  and fo u r  in tro d u c e  o th e r
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modes o f  an a lo g y : a s  a  te rm  In  lo g ic ,  a s  a  f u n c t io n  o f th e  p o e t 's  p e r ­
s o n a l i ty ,  a s  a fu n c tio n  o f  th e  m usic o f  p o e t ry .  S e c tio n  f iv e  b eg in s  
w ith  a summary o f what he h as  s a id  so f a r ,  th e n  In tro d u c e s  a  s e r i e s  o f 
g e n e r a l iz a t io n s  based on t h a t  d a ta  and , f i n a l l y ,  co n clu d es  w ith  a s t a t e ­
ment on th e  n a tu re  o f p o e t ry  and r e a l i t y ,  e x p re sse d  In  th e  te rm s he h as  
developed : "Thus p o e try  becomes and I s  a  t r a n s c e n d e n t ana logue  composed
of th e  p a r t i c u l a r s  o f r e a l i t y ,  c re a te d  by th e  p o e t 's  sense  o f  th e  w o rld , 
t h a t  I s  to  sa y , h i s  a t t i t u d e ,  a s  he In te rv e n e s  and In te rp o s e s  th e  a p p e a r­
a n ces  o f  t h a t  sen se"  (NA 13 0 ).
I t  would seem, th e n , t h a t  S tevens I s  c a p a b le  o f  w r i t in g  p ro se  th a t  
m eets th e  c r i t i c a l  s ta n d a rd s  t h a t  he a p p l ie s  to  C a l l l o l s .  I t  s t r i k e s  me 
a s  s ig n i f i c a n t  th a t  th e  two e s sa y s  composed a f t e r  h i s  re a d in g  o f C a l l l o l s  
a re  d em onstrab ly  c l e a r e r  and more d i r e c t  th a n  th e  two th a t  p receded  h i s  
a c q u a in ta n c e  w ith  Les Im p o s tu re s  de l a  p o é s ie .
One f i n a l  a re a  o f c o n flu e n c e  betw een S tev e n s  and C a l l lo l s  m e r i ts  a t  
l e a s t  b r i e f  c o n s id e ra t io n .  The book seems to  have rem ained a  so u rce  o f 
I r r i t a t i o n  to  S tevens f a r  lo n g e r th a n  we m igh t have supposed (se e  LWS p . 
5 9 2 ). I t  seems th a t  som eth ing  abou t I t  b o th  a t t r a c t e d  and r e p e l le d  him . 
The answ er l i e s ,  I  b e l ie v e .  In  c e r t a in  them es to  b e  found In  th e  n a tu re  
sk e tc h e s  w hich fram e C a l l l o l s '  d is c u s s io n .
C a l l l o l s  opens and c lo s e s  h i s  work w ith  m e d ita t io n s  on d e a th  and 
th e  e f f e c t  m an 's  aw areness o f h i s  own I n e v i t a b le  a n n ih i la t io n  has on h i s  
re sp o n se  to  th e  w orld a round  him , and on h i s  a r t .  S te v e n s ' p o e try  r e ­
v e a l s  a  lo n g -s ta n d in g  co n ce rn  w ith  th e  I n e v i t a b le  t r a n s ie n c e  o f a r t  ( th e  
Is s u e  I s  c e n t r a l  to  O w l's  C lo v e r, p a r t i c u l a r l y  In  th e  s ta tu e  poems, and
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re a p p e a rs  In  many of th e  l a t e  poem s). As e a r ly  a s  "Sunday M orning" he 
had s a id  th a t  "d e a th  i s  th e  m other o f b e a u ty ,"  and "The Snow M an," an­
o th e r  Harmonium poem, c r e a te s  a v is io n  o f  n o th in g n e ss  and w in te r .  But 
now, in  th e  m idd le  1940*s ,  S tevens i s  p a s t  s i x ty - f i v e  y e a rs  o ld ,  and th e  
q u e s tio n  o f d e a th  and o f  a r t ' s  t r a n s ie n c e  seem to  have become f a r  more 
p e rs o n a l .  He i s  concerned  w ith  th e se  problem s n o t a s  a b s t r a c t io n s  b u t 
in  te rm s o f h i s  own d e a th  and th e  p o s s ib le  t r a n s ie n c e  o f h i s  own p o e t ic  
c r e a t io n s .  In  a d d i t io n  to  p o e t ic  i s s u e s ,  C a i l lo is *  book speaks to  is s u e s  
th a t  a r e  p e rs o n a l ones f o r  S tev en s. And th e  re sp o n se  seems to  have come, 
a s  we m ight e x p e c t, in  h i s  poems.
D e sp ite  S te v e n s ' d i s s a t i s f a c t i o n  w ith  C a i l lo i s  a s  a th in k e r  and a s  
a  w r i te r  of p o e t ic  th e o ry , he seems to  have found m a te r ia l  to  s t im u la te  
h is  own p o e t ic  im ag in a tio n  in  C a i l lo is *  book. C a i l lo is *  d is c u s s io n s  of 
th e o ry  o f co u rse  r e p r e s e n t  too  narrow  a  co n cep t o f p o e try  f o r  th e  th e o ry  
i t s e l f  to  s t im u la te  poems in  th e  way th a t  Mauron*s and M a u ln ie r 's  works 
seem to  have done. In  a d d i t io n  to  h i s  a t t a c k s  on th e  " im p o s tu re s"  of 
p o e try , however, C a i l l o i s  in c lu d e s  two sk e tc h e s  w hich he say s  a r e  on ly  
im p ress io n s  o f n a tu re  b u t w hich he a l s o  say s  " rép o n d en t aux mêmes a r r i è r e -  
pensées m ora les  que l e  r e s t e  de jce p e t i t  ouv rage" [p . 15] . The re a d e r  
f a m i l ia r  w ith  S tev e n s ' poems in  The A uro ras o f Autumn and The Rock w i l l  
r e a c t  to  th e se  p assag es  w ith  a  sen se  o f  r e c o g n i t io n .  The problem s of 
d ea th  and n o th in g n ess  pervade S te v e n s ' l a t e  p o e try . D eeply e le g ia c  in  
to n e , th e  poems re v e a l  h is  s t r u g g le s  w ith  o ld  age and d e a th  b o th  on an 
in te n s e ly  p e rso n a l l e v e l  and a s  p h i lo s o p h ic a l  p rob lem s. The m ighty  im­
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a g in a t io n  c o n fro n ts  th e  growing aw areness o f  i t s  own im pending a n n ih i­
l a t i o n ,  and th e  poems th a t  grow o u t o f t h i s  c o n f ro n ta t io n  p re s e n t  a 
moving te s tim o n y  to  th a t  im a g in a t io n 's  tr iu m p h .
C a i l lo is *  two fram ing  t e x t s  c o n fro n t s im i la r  p rob lem s. They ta k e  
th e  form o f sk e tc h e s  t h a t  a r e  in te n s e  d e s c r ip t io n s  o f n a tu re  and a t  th e  
same tim e a re  em o tio n a l re sp o n se s  to  th o s e  d e s c r ip t io n s .  F in a l ly  th e y  
become p h ilo s o p h ic a l  s ta te m e n ts  on m an 's  re sp o n se  to  d e a th , to  h i s  own 
em otions, to  h i s  r e l a t io n s h ip  w ith  th e  e x te r n a l  w orld , and s ta te m e n ts  on 
th e  im p lic a t io n s  o f th o se  re sp o n se s  fo r  th e  c r e a t io n  o f a r t .  Charged 
w ith  m etaphor and em otional o u tp o u rin g s , th e  sk e tc h e s  become a  k in d  of 
p r o s e - ly r ic  m e d ita t io n . One re c o g n iz e s  i n s t a n t l y  th a t  q u a l i ty  in  C a i l­
l o i s '  w r i t in g  w hich le d  S tevens to  r e f e r  to  i t  a s  a  " p e r f e c t  N iag ara  of 
p o e t ic  speech" and to  say  t h a t  "he w r i te s  p o e try  th a t  lo o k s  l i k e  p ro s e ."
Q
The s e c t io n s ,  t i t l e d  "Les A rb res  de Lapa" and "La P la in e ,"  p reced e  
and fo llo w  th e  c h a p te rs  on th e o ry . We have n o te d  in  C a i l l o i s '  a e s th e t i c  
h is  p re fe re n c e  f o r  a r t  th a t  i s  th e  p ro d u c t o f w i l l  and c o n t ro l  and a ls o  
h is  im p l ic i t  d e s i r e  fo r  p u re  a r t .  Viewed in  t h i s  l i g h t ,  h i s  fram ing  
sk e tc h e s  do b e a r a  resem blance to  th e  p r in c i p le s  u n d e rly in g  h i s  work. 
"Les A rb res de Lapa" m a n ife s ts  a  demand th a t  man must c o n t r o l  h i s  emo­
t i o n a l  re sp o n se s  to  th e  n a tu r a l  w o rld , d e s c r ib e d  h e re  i n  te rm s t h a t  sug­
g e s t  a  t r o p i c a l  ju n g le .  "La P la in e "  r e i t e r a t e s  th e  n e c e s s i ty  t h a t  he 
c o n t ro l  h i s  b ru te  em otions and p re s e n ts  a  scene  th a t  can  s c a r c e ly  be 
c a l le d  a  lan d sca p e  o f any k in d . I t  i s  a  scen e  o f  u t t e r  b a r re n n e s s ,  o f 
t o t a l  b a re n e ss—a b s o lu te ly  l e v e l ,  b a re  d i r t .  D escribed  in  t h i s  way th e  
sk e tc h e s  m ight seem u n l ik e ly  so u rces  f o r  p o e try ,  b u t C a i l l o i s '  method of 
argum ent by m etaphor, p a ra b le ,  and analogy  i s  nowhere more e v id e n t th an
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in  th e  fram ing t e x t s .  The "N iagara  o f p o e t ic  speech" becomes f e r t i l e  
ground fo r  th e  p o e t ic  im a g in a tio n .
The dom inant theme of "Les A rbres de Lapa" i s  th e  way man se e s  ev e ry  
l i v in g  th in g  a s  p a in fu l ly  l i k e  and u n lik e  h im se lf . T h is  r e c o g n it io n  in  
tu rn  i n t e n s i f i e s  h is  sense  n o t o n ly  o f h i s  own m o r t a l i ty  b u t o f th e  
t r a n s ie n c e  o f h is  c r e a t io n s .  C a i l lo i s  c la im s  th a t  o n ly  in  th e  v e g e ta b le  
kingdom ( " le  regne v é g é ta l" )  can  man "adm irer sans t r o p  de détachem ent ou 
de sym pathie c e t  é tra n g e  monde q u i r e ç u t  l e  don de v iv r e  dans son in n o ­
cence e n t i è r e ,  sans l a  sombre c o n t r e - p a r t i e  o r d in a i r e  q u i f a i t  p r e s s e n t i r  
à to u te  v ie ,  même l a  p lu s  l e n t e ,  q u 'e l l e  d o i t  t ro u v e r  un jo u r  sa  f in "
(p . 2 0 ). Thus, what d is t in g u is h e s  man from th e  v e g e ta t io n  around him i s  
h is  co n sc io u sn ess  o f th e  i n e v i t a b i l i t y  o f d e a th . L ik ew ise , m an 's  c r e a ­
t io n s  o f b eau ty  d i f f e r  from n a t u r e 's  in  t h a t  h i s  come f o r th  on ly  a t  g r e a t  
c o s t ,  w ith  g r e a t  la b o r  and w ith  co n sc io u s  i n t e n t ,  w hereas th e  b eau ty  o f  
t r e e s  i s  a  n a tu r a l  r e s u l t  t h a t  r e q u ir e s  o n ly  th e  f u l l n e s s  o f tim e f o r  
i t s  ap p ea ran ce : "La sim ple d u rée  s u f f i t  â c e s  s t r u c t u r e s  s û re s  d 'e l l e s -
mêmes dans l a  fo rc e  comme dans l a  g râ c e , pour q u 'e l l e s  confondent en  le u r  
c ro is s a n c e  l a  v ie  e t  l ' a r t .  P u b lia n t l e  m ira c le  d 'u n e  b eau té  n a t u r e l l e ,  
d 'u n  même mouvement, e l l e s  s 'a c q u i t t e n t  de v iv r e  e t  d ev ien n en t c h e f s -  
d 'o e u v re "  (p . 2 1 ). Man, says C a i l l o i s ,  must s u f f e r  in  o rd e r  to  o b ta in  
h is  l e a s t  su c c e s s , and sometimes d e s p a ir s  o f ev er p rod u c in g  an y th in g  a s  
p e r f e c t  a s  th e  e f f o r t l e s s  b eau ty  he se e s  a l l  around him. P r e c is e ly  b e ­
cau se  of t h i s  profound d i f f e r e n c e ,  he p r o je c ts  h i s  own em otions on to  th e  
" regne  v é g é t a l , "  e x ag g e ra tin g  re sem b lan ces , re a d in g  in  tw is te d  b ran ch es  
th e  form s o f th e  damned.
Man to o  e a s i l y  r e v e l s  in  h i s  b ru te  em otional n a tu re ,  C a i l lo i s  b e -
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l l e v e s ,  and to o  e a s i l y  v iew s h i s  s u f f e r in g  a s  th e  e ssen ce  o f h i s  hum anity , 
h i s  e x p re s s io n  o f th a t  s u f f e r in g  a s  th e  a p p ro p r ia te  a c t  o f  h i s  s p e c ie s .  
C a i l lo i s  a ls o  b e l ie v e s ,  how ever, t h a t  we have  an in n a te  need to  c o n t ro l  
our em otions and our e x p re s s io n s  o f  em otion ; he speaks o f a "m y s te rio u s  
d i s c ip l in e "  th a t  commands th e  calm ing o f  such  " ru d e  s t i r r i n g s "  (p . 2 4 ). 
Y et, a cc o rd in g  to  C a i l l o i s ,  em o tional tu rm o il  has a  p o s i t i v e  v a lu e ;  th e  
s p i r i t ' s  s t r u g g le  w ith  tu r b u le n t  em otions r e s u l t s  in  a  tr iu m p h  o f g r e a t  
peace  and m a ste ry , an  e n t i r e l y  s a t i s f y i n g  em o tio n a l s t a t e  w hich would 
n o t have been p o s s ib le  w ith o u t th e  p a in f u l  chaos th a t  spawned i t .  In  
a r t  t h i s  te n s io n  r e s u l t s  in  a  n o b le  s t y l e  w hich b a la n c e s  th e  v io le n c e  
o f p a s s io n s  and th e  m ost s ta b le  energy  (p . 2 4 ).
Thus th e  a r t i s t ' s  v o c a t io n ,  a c c o rd in g  to  C a i l l o i s ,  c o n s i s t s  o f gov­
e rn in g  th e  a g i t a t i o n s  o f  em otion , so t h a t  he ta k e s  a s  h i s  model th e  su p erb  
o rd e r  o f a  w orld w hich c r e a te s  b eau ty  a lm o s t a s  i f  in  s p o r t  and fo r  b u t 
a d ay , and so th a t  he v a n q u ish e s  th e  te m p ta tio n  to  e x p re s s  th e  v i c i s s i ­
tu d e s  o f a  l i f e  fo re v e r  v u lg a r .  H is t a s k  i s  to  en ch a in  th e  m o n ste rs  
w ith in  h im se lf ,  b u t to  do i t  in  such  a  way th a t  t h e i r  f o rc e  and power 
p e n e t r a te  th e  mask w hich  c o n ta in s  them .
"La P la in e "  r e tu r n s  to  th e  them es o f  "Les A rb res  d e  L a p a ."  I t  opens 
w ith  th e  rem inder t h a t  n a t u r e 's  tr iu m p h s r e in f o r c e  m an 's  sen se  o f h i s  
" d e s t in  d é p o u il lé "  and t h a t  th e  om nipresence o f  d e a th  r e a f f i r m s  th e  no­
t i o n  (p . 8 7 ). As a  c u re  f o r  th e  s p i r i t ,  C a i l l o i s  c r e a te s  a  v i s io n  o f 
th e  w orld t o t a l l y  o p p o s ite  to  th e  w r ith in g  abundance o f  th e  " reg n e  vég é­
t a l , "  a v is io n  o f b a re  and b a rre n  g round , " t e r r e  san s  v is a g e  n i  p a r u r e ,"  
a  v i s io n  of " s o l"  t h a t  " n 'o f f r e  r i e n  à v o i r  que lui-m êm e, i n d i v i s i b l e ,  
homogène . . . comme l 'E t r e  qu ' im a g in a it  Farm énide" (p . 8 7 ) . T h is  v i s io n
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o f r e a l i t y ,  he s a y s , p re s e rv e s  o n ly  th e  in d is p e n s a b le ,  th e  e s se n c e  of 
th e  e a r th  i t s e l f .  P a ra d o x ic a l ly ,  t h i s  u t t e r l y  le v e l  b a rre n n e s s  i s  fecund 
s o i l  f o r  th e  s p i r i t .  The v i s t a  o f f e r s  freedom : "Le v e n t ,  pour s o u f f l e r ,
n 'y  tro u v e  r i e n  q u i l ' a r r ê t e  ( i l  e s t  b ru sq u e  e t  p in c e  dou loureusem en t l a  
peau f in e  des tem p es). N i l e  r e g a rd ,  s ' i l  v e u t  c o u r i r  e t  se  p e rd re ,  r i e n  
q u i l e  r e t i e n n e  ou l ' i n t é r e s s e "  (p . 8 9 ) . Y et i t  a l s o  demands d i s c i p l in e  
and s t r e n g th :  " I l  f a u t  â  c e  s o l  a s c é t iq u e  un homme au co eu r d u r , indomp­
ta b le  e t  sans a t t e n t e :  r i e n  à  re c e v o ir  e t  t a n t  â  d o n n er, com bien â 
im poser s ' i l  e s t  b e s o in , à f a i r e  p a r ta g e r  d e  fo r c e "  (p . 8 9 ) . Thus th e  
v e ry  demands o f th e  a s c e t i c  s o i l  o f f e r  b o th  c h a l le n g e  and o p p o r tu n i ty  
f o r  th e  one s tro n g  enough to  a c c e p t them.
The v i s io n ,  C a i l l o i s  b e l ie v e s ,  i s  p ro fo u n d ly  s a t i s f y i n g .  I t  ta k e s  
man beyond h im se lf ,  beyond th e  l i m i t s  o f  h i s  m o r ta l i ty  and h i s  fa d in g  
c r e a t io n s .  M an 's c o n f ro n ta t io n  w ith  th e  p o s s i b i l i t y  o f n o th in g n e ss  
f o r t i f i e s  and c h a l le n g e s  him : " I I  e s t  bon d 'a f f r o n t e r  a i n s i  l e s  dimen­
s io n s  dém esurées de l a  t e r r e .  On se  v o u d ra i t  a u s s i  grand  e t  a u s s i  nu 
monarque sans s u j e t s  d 'u n  em pire im p é r is s a b le  q u 'o n  d ev in e  ne p o u v o ir 
fo n d e r q u 'e n  s o i"  (p . 9 0 ) . From th e  c o n f ro n ta t io n  and th e  s t r u g g le  comes 
th e  p o s s i b i l i t y  o f co n ten tm en t and co m p le tio n : "comme dans l a  s o l i tu d e
s o u f f le  l e  v e n t de l ' e s p r i t ,  I 'am e  se  r é c o n f o r t e ,  se  trem pe e t  s e  con­
s a c re  dans l e s  jo u is s a n c e s  f r o id e s  e t  d é l i é e s  d 'u n  o r g u e i l  q u i ,  comme 
l 'h u m i l i t é ,  ne  se  s a t i s f a i t  b ie n  que du n é a n t"  (p . 9 1 ).
C a i l l o i s '  v i s io n  c u lm in a te s  in  a  moment o f  v ic to r y  and re p o s e : 
"C ependant, au  c e n t r e ,  c ' e s t  to u jo u r s  comme l e  sommet d 'u n e  im p e rc e p tib le  
e t  douce c o l l i n e ,  l ' i n s e n s i b l e  co u rb u re  du g lo b e . Que l'homme apprenne 
i c i  à se  r a i d i r ,  to u t  c e  que l a  d ig n i té  com pte de renoncem ents e t  que
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p o u r ta n t i l  l 'a c q u i e r t  pour r i e n  au p r ix  de  ce  q u 'e l l e  v a u t ,  c a r  i l  n 'a  
r i e n  d 'a u t r e  â gagner av an t de m o u rir"  (p . 9 1 ). The b e s t  c r e a t io n s ,  
C a i l lo t s  b e l ie v e s ,  come from a  s p i r i t  n o u rish e d  on such p u r i t y .
In  th e  l a t e  poems S tevens employs t r e e  im ages fo r  a  p u rp o se  much 
l i k e  th a t  o f C a i l l o i s .  In  "What We See I s  What We T h in k ,"  f o r  exam ple, 
S tevens a s s o c ia te s  t r e e s  w ith  th e  in e x o ra b le  p assag e  o f tim e  and th e  in ­
e v i ta b le  d i s in t e g r a t i o n  th a t  tim e b r in g s .  I t  i s  a  poem o f noon, th e  
h e ig h t o f p h y s ic a l  r e a l i t y  and th e  p eak  o f m a tu re  f u l f i l lm e n t ,  b u t i t  i s  
a l s o  a poem o f th e  " f i r s t  g ray  second a f t e r "  and th e  in e x o ra b le  d e scen t 
tow ard even ing , autum n, and d e a th . A t tw e lv e  th e  t r e e s  a r e  " a s  g reen  a s  
e v e r  th ey  would b e ,"  b u t i n s t a n t ly  th e  c o lo r  b eg in s  to  change to  a  "kind /  
Of v i o l e t  g ray , a  g reen  v i o l e t "  (CP^  4 5 9 ). T h is  i s  a  poem of th e  ab y ss , 
o f th e  s p l i t  betw een th e  s e l f  and th e  n o n c o g n itiv e  w orld , and though th e  
t i t l e  im p lie s  a n e c e ssa ry  c o n n e c tio n , th e  poem 's f i n a l  l i n e  r e v e r s e s  
t h a t  s ta tem en t in to  a  b le a k  d e n ia l :  "what we th in k  i s  n ev e r what we 
se e "  (CP 46 0 ). The s im i l a r i t y  h e re  betw een S tevens and C a i l l o i s  l i e s  in  
a  s im i la r i ty  of to n e  and mood—an e le g ia c  som berness—and th e  t r e e  image 
may w e ll be o n ly  c o in c id e n ta l .
E lsew here, how ever, S te v e n s ' language  in  c e r t a in  poems e s ta b l i s h e s  
a  co n n ec tio n  o f b o th  to n e  and im age. "Long and S lu g g ish  L in e s ,"  f o r  in ­
s ta n c e , p r o je c ts  i t s  e le g ia c  m e d ita t io n  on o ld  age on to  th e  n a t u r a l  lan d ­
scap e , endowing th e  t r e e s  w ith  th e  s p e a k e r 's  f e e l in g s :
The t r e e s  have a  look  a s  i f  th e y  b o re  sad names
And k e p t say in g  o v er and over one same, same th in g .
In  a k ind o f u p ro a r ,  because  an  o p p o s ite ,  a  c o n t r a d ic t io n
Has enraged them and made them want to  t a l k  i t  down.
(CP 522)
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"The R iver o f R iv e rs  in  C o n n e c tic u t"  d is t in g u is h e s  th e  C o n n ec ticu t R iv e r
from th e  S tyx and l in k s  i t  w ith  th e  H e ra c l i te a n  r i v e r  o f tim e and
change , th u s  making th e  poem a  m e d ita t io n  on m u ta b i l i ty  and d e a th :
T here i s  a  g re a t  r i v e r  t h i s  s id e  o f S ty g ia ,
B efo re  one comes to  th e  f i r s t  b la c k  c a t a r a c t s  
And t r e e s  th a t  la c k  th e  in t e l l i g e n c e  o f  t r e e s .
(CP 533)
In  th a t  l a s t  l i n e  we a r e  minded o f  C a i l l o i s '  u n th in k in g  t r e e s ,  w h ile  th e
a l lu s io n  to  th e  Styx su g g e s ts  th e  h e l l  w hich he c r e a te s  o f t r e e s .
"The Course o f a P a r t i c u l a r "  su g g e s ts  themes and im ages in  C a i l lo i s :
Today th e  le a v e s  c ry ,  hang ing  on b ran ch es  swept by w ind.
Y et th e  n o th in g n e ss  o f w in te r  becomes a  l i t t l e  l e s s .
I t  i s  s t i l l  f u l l  of ic y  sh ad es  and shapen snow.
The le a v e s  c ry  . . . One h o ld s  o f f  and m ere ly  h e a r s  th e  c ry .
I t  i s  a  busy c ry , co n ce rn in g  someone e l s e .
And though  one say s  t h a t  one i s  p a r t  o f e v e ry th in g .
T here  i s  a c o n f l i c t ,  th e r e  i s  a r e s i s ta n c e  in v o lv e d ;
And b e in g  p a r t  i s  an  e x e r t io n  th a t  d e c l in e s :
One f e e l s  th e  l i f e  o f  t h a t  w hich g iv e s  l i f e  a s  i t  i s .
The le a v e s  c ry .  I t  i s  n o t  a  c ry  o f d iv in e  a t t e n t i o n .
Nor th e  sm o k e -d rif t o f p u f fe d -o u t h e ro e s , nor human c ry .
I t  i s  th e  c ry  o f le a v e s  t h a t  do n o t tra n sc e n d  th e m se lv e s .
In  th e  absence o f f a n t a s i a ,  w ith o u t meaning more
Than th e y  a re  in  th e  f i n a l  f in d in g  o f th e  e a r ,  in  th e  th in g
I t s e l f ,  u n t i l ,  a t  l a s t ,  th e  c ry  concerns no one a t  a l l .
(OP 96-97)
The c ry  of th e  le a v e s  comes to  s ig n if y  a  sen se  o f  lo s s  and g r ie f  so 
profound  and tim e le s s  th a t  i t  becomes a lm ost im p erso n a l and m e an in g le ss . 
The poem c r e a te s  a t o t a l  r e a l i z a t i o n  o f th e  k ind  o f  an g u ish  C a i l lo i s  de­
s c r ib e s  in  "Les A rb res de L ap a ."  The a s s o c ia t io n  o f  w in te r ,  n o th in g n e ss , 
and th e  c ry in g  o f th e  le a v e s  a l l  evoke a  somber mood and an  aw areness of 
d e a th . The p o e t f e e l s  th e  se n se  o f  th e  ab y ss  betw een h im se lf  and th e  
o th e rn e s s  o f th in g s —he even em phasizes th e  s p l i t  so  a s  to  d i s s o c ia te
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h im se lf  from what th e  le a v e s ' c ry  im p lie s  ("One h o ld s  o f f  and m ere ly  
h e a rs  th e  c ry .  /  I t  i s  a  busy c r y ,  co n ce rn in g  someone e l s e " ) .  Yet th e  
a tte m p t a t  d i s s o c ia t io n  i s  n o t e n t i r e l y  s u c c e s s fu l ("And though one say s  
th a t  one i s  p a r t  o f e v e ry th in g , /  T here i s  a  c o n f l i c t ,  th e r e  i s  a  r e s i s t ­
ance in v o lv e d " ) .  A c e r t a in  am b ig u ity  e x i s t s  in  th e  s ta te m e n t o f  c o n f l i c t :  
does he seek  to  e s t a b l i s h  t h a t  he i s  p a r t  o f th e  w orld n o t concerned  w ith  
th e  c ry in g  o f  th e  le a v e s ,  o r does th e  c o n f l i c t  mean th a t  he i s  drawn in to  
being  p a r t  o f  th e  d e s o la te  w in te r  scene? In  e i t h e r  c a s e ,  w hat rem ains i s  
a  sense  o f i s o l a t i o n ,  o f s e p a ra t io n  from th e  w orld around him , be i t  th e  
dying  w in te r  la n d sc a p e , o r th e  human w orld  t h a t  i s  n o t concerned  w ith  i t .  
The mood o f  th e  poem rem ains b le a k , w in try , and a l i e n a te d .  The le a v e s ' 
c ry  " i s  n o t a  c ry  o f d iv in e  a t t e n t i o n , "  no r i s  i t  a  "human c r y ."  I t  b e ­
comes, f i n a l l y ,  sim ply a  d e s o la te ,  on -go ing  sound, so co n tin u o u s  and so 
in e sc a p a b le  t h a t  " a t  l a s t ,  th e  c ry  co n ce rn s  no one a t  a l l . "
Read e n t i r e l y  a s  a n a tu r a l  image o f  w in te r  b le a k n e ss  th e  le a v e s ' 
c ry  evokes a  f e e l in g  of profound sorrow , so t o t a l  and in e sc a p a b le  th a t  
i t  i s  a lm o st numbing. The mood i s  b le a k  to  th e  p o in t  o f  d e s p a i r ,  th e  poem 
a  pow erfu l s ta te m e n t o f a n n ih i l a t io n  b o rd e rin g  on n ih i l i s m ,  th e  p o e t and 
h i s  re a d e r  a lm o st a s  numbed and fro z e n  a s  th e  lan d scap e  th e  poem p r e s e n ts .  
C a i l lo is *  w r i th in g ,  tw is te d  form s do n o t even approach  th e  c h i l l i n g  e f ­
f e c t  th a t  t h i s  w in te r  lan d scap e  p ro d u ces . The i n e v i t a b i l i t y  o f change 
and d e a th  sweeps over a l l  e x is te n c e  l i k e  th e  poem 's w in te r  w ind.
The poem 's t r e e  image p ro v id e s  a p u rp o se fu l a m b ig u ity . E lsew here 
in  S tevens " le a v e s "  can  mean b o th  t r e e s  and th e  pages o f a  book o r ,  more 
s p e c i f i c a l l y ,  th e  pages o f  h i s  book, h i s  p o e try . The p o s s i b i l i t y  o f th a t  
s o r t  o f pun in  "The Course o f a  P a r t i c u la r "  does n o th in g  to  a l t e r  th e
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poem 's e f f e c t .  I f  th e  c ry in g  le a v e s  a r e  S te v e n s ' own poems, th e n  t h i s  
poem c a l l s  in to  q u e s tio n  th e  v a lu e  o f h i s  p o e t ic  c r e a t io n —o r ,  f o r  th a t  
m a tte r ,  o f any o f m an 's  c r e a t iv e  e f f o r t s — in  th e  fa c e  o f  th e  r e a l i t y  o f 
change and d e a th . Seen in  t h i s  p e r s p e c t iv e  th e  f i n a l  l i n e — " a t  l a s t ,  
th e  c ry  co n ce rn s  no one a t  a l l " —becomes even more p o ig n a n t. I f  th e  
" le a v e s  do n o t tra n sc e n d  th e m se lv e s ,"  th e n  perh ap s th e  g r e a t  e f f o r t  co u n ts  
f o r  n o th in g  in  th e  fa c e  o f a n n ih i l a t io n .  We m ight r e c a l l ,  a t  t h i s  p o in t ,  
C a i l l o i s '  b e l i e f  th a t  m an 's  to rm en t a t  th e  t r a n s ie n c e  o f h i s  c r e a t io n s  
i s  a  so u rce  o f an g u ish  a s  p ie rc in g  a s  h i s  aw areness o f  h i s  own m o r t a l i ty .  
The them es o f  l o s s ,  o f d o u b t, o f autum nal g r i e f  do n o t ,  o f c o u rs e ,  owe 
t h e i r  o r ig in s  to  C a i l l o i s '  book. At th e  tim e of th e  l a t e  poems S tevens 
was p a s t  sev en ty  y e a rs  o ld  and c e r t a i n l y  aw are o f age  and d e a th .  But 
th e  co n flu e n ce  o f them e, o f th e  s p e c i f i c  im ages em ployed, and o f  th e  emo­
t i o n a l  re sp o n se  in v o lv ed  would seem to  p o in t  to  C a i l lo is *  "Les A rb res  de 
Lapa" a s  an  im p o rtan t e lem ent in  th e  poem 's g e n e s is .
The e le g ia c  to n e  h a u n ts  The A uro ras o f  Autumn and The Rock. The 
lu s h  h a rv e s t  m o t if s  o f T ra n sp o rt to  Summer su b s id e  in to  an  autumn s e t t i n g ,  
w hich in  tu r n  becomes a  w in try  w orld  p ie rc e d  a t  tim es  by th e  a u ro ra  b o re ­
a l i s .  The to n e  o f  th e  l a t e  poems i s  n o t l im i te d ,  how ever, to  th e  b le a k  
d e s p a ir  o f age and d e a th . Even in  th e  v e ry  l a t e  poems th e  im a g in a tio n  
can a c h ie v e  i t s  moments o f  v ic to r y  in  th e  combat o f  cosmos and w ord, a s  
we have seen  in  th e  s o la r  poems and th o s e  o f  th e  beloved  woman. But th e  
r e tu r n  to  b a re  r e a l i t y  and th e  b a re  ro c k  o f  h is  own d e a th  o c c u rs  f r e ­
q u e n tly .
An image o f a  b ronze man a p p e a rs  in  some o f th e  l a t e  poems on d e a th , 
s u g g e s tiv e  o f C a i l l o i s '  hero  in  th e  b ronze  mask who h as  m aste red  h is
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em o tio n s . "T h is  S o li tu d e  o f C a ta ra c ts "  a s s o c ia te s  th e  b ronze  man w ith
an  escap e  from m o r ta l i ty —
J u s t  to  know how i t  would f e e l ,  r e le a s e d  from d e s t r u c t io n ,
To be a  b ronze  man b re a th in g  under a rc h a ic  l a p i s .
W ithout th e  o s c i l l a t i o n s  o f p la n e ta ry  p a s s -p a s s .
B re a th in g  h i s  bronzen  b r e a th  a t  th e  azu ry  c e n t r e  o f tim e .
(CP 425)
The p o e t lo n g s  to  know what i t  would be l i k e  to  be f r e e  o f  th e  f a t e f u l  
knowledge o f  m o r t a l i ty  ( " J u s t  to  know how i t  would f e e l ,  r e le a s e d  from 
d e s t r u c t io n " ) .  He lo n g s  fo r  m ore, how ever, th a n  freedom  from  th e  knowl­
edge o f m o r ta l i ty ;  he longs f i n a l l y  f o r  freedom  from m o r ta l i ty  i t s e l f .
Such a  p o s s i b i l i t y  does n o t e x i s t ,  so th a t  th e  f ig u r e  o f th e  b ro n ze  man
r e c a l l s  C a i l l o i s '  h e ro  w ith  th e  b ronze mask, h i s  f e e l in g s  f l i c k e r i n g  
th ro u g h .
Poem X o f "An O rd in ary  Evening in  New Haven" su g g e s ts  a lm o s t a  d i ­
r e c t  commentary on C a i l l o i s '  v i s io n  o f man to rm en ted  by t r a n s i e n c e ;  th e
man o f  b ronze  who i s  "Im prisoned  in  change" would seem to  r e f e r  to  
C a i l l o i s '  f ig u r e ;
We say  o f  th e  moon, i t  i s  haun ted  by th e  man
Of b ronze  whose mind was made up and who, th e r e ­
f o r e ,  d ie d .
We a r e  n o t men of b ronze and we a r e  n o t dead .
H is s p i r i t  i s  im prisoned  i n  c o n s ta n t  change .
But o u rs  i s  n o t im prisoned . I t  r e s id e s  
In  a  perm anence composed o f impermanence
(CP 472)
S te v e n s ' p o s i t io n  h e re  seems to  im ply n o t s to i c  c o n t ro l  b u t r a t h e r  a  
l i b e r a t i n g  a c c e p ta n c e .
The co n c lu d in g  s e c t io n  o f "The A uroras o f  Autumn" tu rn s  p r e c i s e ly  
to  t h a t  d i f f e r e n c e  betw een man and th e  n o n c o g n itiv e  w orld th a t  C a i l l o i s
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had d is c u s s e d . S tevens re v o lv e s  th e  v a r io u s  p o s s i b i l i t i e s  in  th e  f a t e s
of human b e in g s  and th e  r e s t  o f th e  w orld .
An unhappy p eo p le  in  a  happy w orld—
Read, r a b b i ,  th e  p h ases  o f t h i s  d i f f e r e n c e .
An unhappy p eo p le  in  an  unhappy w orld—
Here a r e  too  many m ir ro rs  f o r  m ise ry .
A happy p eo p le  in  an  unhappy w orld—
I t  canno t b e . T h e re 's  n o th in g  th e re  to  r o l l
On th e  e x p re s s iv e  to n g u e , th e  f in d in g  fa n g .
A happy peop le  in  a  happy w orld—
Buffo! A b a l l ,  an  o p e ra , a  b a r .
Turn back  to  w here we w ere when we began:
An unhappy p eo p le  in  a  happy w orld .
Now, so lem nize  th e  s e c r e t iv e  s y l l a b le s .
(CP 420)
The word c h o ic e  h e re  o f c o u rse  e x p lo i t s  th e  am b ig u ity  o f th e  ro o t  "hap"
in  th e  sen se  o f " f a te "  o r  " c h a n c e ,"  b u t S tevens in te n d s  p r im a r i ly  th e
more common sen ses  o f "happy" and "unhappy" a s  w e l l .  In  th e  c o n te x t o f
th e  poem 's i n s i s t e n t  f a r e w e l ls  and i t s  a c c e p ta n c e  o f  d e a th ,  i t  seems
n a tu ra l  to  a s s o c ia t e  th e  d i f f e r e n c e  betw een an  "unhappy p eo p le"  and a
"happy w orld" w ith  th e  aw areness o f d e a th  th a t  d i s t in g u is h e s  man from th e
r e s t  of th e  w orld . Yet th e  poem co n c lu d es  w ith  an  ac c e p ta n c e  o f th a t
d i f f e r e n c e ,  so t h a t  th e  p o e t can  s t i l l  triu m p h  and s t i l l  c r e a te :
In  th e s e  unhappy he m e d ita te s  a w hole.
The f u l l  o f fo r tu n e  and th e  f u l l  o f f a t e .
As i f  he l iv e d  a l l  l i v e s ,  t h a t  he m ight know.
In  h a l l  h a r r id a n ,  n o t h u sh fu l p a r a d is e .
To a  h ag g lin g  o f wind and w ea th e r, by th e s e  l i g h t s  
L ike a  b la z e  o f summer s tra w , in  w i n t e r 's  n ic k .
(CP 420-421)
The v i s io n  o f autum nal r e a l i t y  and o f th e  b a re  ro ck  in  f a c t  n o u r­
is h e s  S te v e n s ' c r e a t i v i t y  p r e c i s e ly  a s  C a i l l o i s '  v i s io n  o f th e  p la in  
n o u rish e s  him. C e r ta in  poems would seem to  have grown o u t o f th e  same
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kind  o f  v i s io n .  "World w ith o u t P e c u l i a r i t y "  resem b les  C a i l lo is *  "La 
P la in e " —h is  v i s io n  o f th e  a b s o lu te ly  b a re  and b a r re n  p la in  i s ,  i n  f a c t ,  
a  v i s io n  o f  a w orld w ith o u t p a r t i c u l a r s ,  o f  a  w orld w ith o u t p e c u l i a r i t y .  
S tevens a d d re s s e s  h im se lf  in  t h i s  poem p r e c i s e ly  to  th e  ag o n iz in g  aw are­
n e s s  o f  m o r ta l i ty  t h a t  u n d e r l ie s  C a i l lo is *  m e d ita t io n  on "Les A rb res  de 
L ap a ,"  and he seems to  q u e s tio n  th e  e f f e c t iv e n e s s  o f th e  a s c e t i c  v i s io n  
o f "La P la in e ."  In  t h i s  poem S tevens f a c e s  th e  ro c k  of h is  own d e a th , 
and he s t r u g g le s  to  a f f irm  th e  a s c e t i c  v i s io n .  H is c ry  a g a in s t  com plete­
n e s s ,  a g a in s t  th e  c lo se d  c i r c l e  o f d e a th  b u r s t s  f o r th :
What good i s  i t  t h a t  th e  e a r th  i s  j u s t i f i e d .
That i t  i s  com ple te , t h a t  i t  i s  an  end .
T hat i n  i t s e l f  i t  i s  enough?
(CP 453)
Yet th e  se n se  o f  a l i e n a t io n  i s  o n ly  momentary. The sen se  o f  l o s s
g iv e s  way to  a  v i s io n  of th e  e a r th  a s  m o ther:
I t  i s  th e  e a r th  i t s e l f  th a t  i s  hum anity  . . .
He i s  th e  inhuman son and sh e .
She i s  th e  f a t e f u l  m other, whom he does n o t know.
(CP 454)
The r e c o g n i t io n  o f  th e  ea rth -m o th e r p ro v id e s  so la c e  fo r  th e  "p o v e rty  o f
d i r t , "  and th e  sen se  o f s e p a ra t io n  d is s o lv e s  in to  a  moment o f  u n io n :
and , som etim es.
He, to o ,  i s  human and d i f f e r e n c e  d is a p p e a rs
And th e  p o v e rty  o f d i r t ,  th e  th in g  upon h i s  b r e a s t .
The h a t in g  woman, th e  m ean in g less  p la c e .
Become a  s in g le  b e in g , su re  and t r u e .
(CP 454)
T hat S tevens should  ach iev e  a cc ep tan c e  and re p o se  by tra n s fo rm in g  th e  
b a rre n  e a r th  in to  th e  f ig u r e  o f th e  woman comes a s  no s u r p r is e .  The 
" f a t e f u l  m o th e r ,"  th e  "h a tin g  woman," who m erges w ith  th e  p o e t in t o  a  
" s in g le  b e in g "  in  th e  poem 's f i n a l  l i n e s  ap p ea rs  in  such l a t e  poems a s
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"Madame La F le u r i e ,"  ( th e  "bearded  queen" who w i l l  feed  on h e r  dead son) 
and in  o th e r  g u is e s  a s  w e l l .  As we have seen , th e  f ig u r e  o f  th e  woman 
in  S te v e n s ' l a t e  poems assum es a l l  th e  forms o f th e  th r e e - p a r t  fem ale  
a rc h e ty p e . C a i l lo i s ,  to o , a s s o c ia te s  h is  p la in  w ith  woman; he s a y s , fo r  
exam ple, th a t  th e  b a re  e a r t h  " a c c u e i l l e  l e  mouvement comme l a  femme r e ­
ç o i t  l'homme, to u t  au fond d 'e l l e  e t  c e l u i - c i ,  au moment de l 'am o u r"
(p . 8 9 ).
Throughout th e  l a t e  poems S tevens d em o n stra te s  h i s  a b i l i t y  to  con­
f r o n t  th e  n o th in g n ess  C a i l l o i s  p o r tr a y s ,  and h i s  Im ag in a tio n  n o u r ish e s  
i t s e l f  on th a t  p u r i ty  a s  f u l l y  a s  C a i l lo i s  cou ld  have hoped. The l a t e  
poems r e v e a l ,  however, t h a t  one need n o t ,  a s  C a i l lo i s  had supposed , be 
s a t i s f i e d  o n ly  w ith  th e  v i s io n  o f n o th in g n e ss . In  "M etaphor a s  D egenera­
t io n "  a  "man w h ite  a s  m arb le"  s i t s  "brooding sounds o f  th e  im ages o f 
d e a th ,"  and a "man in  b la c k  sp ace"  s i t s  in  n o th in g n e ss  "b rood ing  sounds 
o f r i v e r  n o is e s "  (CP 44 4 ). But th e  poem becomes an a f f i r m a t io n  o f th e  
p o e t 's  power; th e  r i v e r  i s  b e in g  and th e  poem a f f i rm s  t h a t  b e in g  in c lu d e s  
b o th  d e a th  and th e  Im a g in a tio n . In  th e  fa c e  o f th e  im a g in a t io n 's  trium ph­
a n t c r e a t i v i t y ,  th e  poem a s k s ,  "How, th e n , i s  m etaphor d e g e n e ra tio n "?
"A P r im it iv e  L ike an  Orb" a f f irm s  th e  p o s s i b i l i t y  o f h e a l in g  th e  
t r a g i c  s p l i t  between man and th e  n o n co g n itiv e  w orld . T h is  i s  th e  " e s ­
s e n t i a l  poem a t  th e  c e n t r e  o f th in g s ,"  th e  " e s s e n t i a l  g o ld "  (CP 440).
The c e n t r a l  poem o b l i t e r a t e s  m an 's  sense o f a l i e n a t io n ,  so t h a t  th e
u se d - to  e a r th  and sky , and th e  t r e e  
And c lo u d , th e  u s e d - to  t r e e  and u se d - to  c lo u d .
Lose th e  o ld  u se s  th a t  th e y  made o f them.
And th e y : th e s e  men, and e a r th  and sky , inform
Each o th e r  . . .
(CP 441)
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I t  I s  no lo n g e r n e c e ssa ry  th a t  man f e e l  a  sen se  o f s e p a ra t io n  n o r th a t  
he p r o je c t  h i s  own em otions onto  u n th in k in g  and u n fe e l in g  o b je c t s .  The 
two w orlds a r e  jo in e d ;  th e  s p l i t  I s  h e a le d  :
I t  I s
As I f  th e  c e n t r a l  poem became th e  w o rld ,
And th e  w orld th e  c e n t r a l  poem, each  one th e  m ate 
Of th e  o th e r  . . .
denouncing s e p a ra te  s e lv e s ,  b o th  one.
The e s s e n t i a l  poem b e g e ts  th e  o th e r s .  The l i g h t  
Of I t  I s  n o t a  l i g h t  a p a r t ,  u p - h i l l .
(CP 441)
S tevens can  say  th a t  "The c e n t r a l  poem I s  th e  poem of th e  w hole, /  The 
poem o f th e  com po sitio n  o f th e  w hole" (CP 4 4 2 ). Out o f th e  s t r e n g th  of 
th e  v i s io n  t h a t  th e  c e n t r a l  poem Im p arts  he  th e n  can  fa c e  th e  " g ia n t  o f 
n o th in g n e ss"  (C a i l lo is *  *?neant"). The Image o f th e  " g ia n t  on th e  h o rizo n "  
s i g n i f i e s  th e  a n n ih i la t io n  t h a t  th e  Im a g in a tio n  m ust c o n fro n t b u t .  I ro n ­
i c a l l y ,  I t  l a  th e  im ag in a tio n  w hich evo lved  th e  g ia n t—"an  a b s t r a c t io n  
g iven  h e a d ."  The p o e t .  In  h i s  f i n i t e  m o r t a l i ty ,  may g rasp  o n ly  a  p a r t  
o f th e  w hole, b u t I t  I s  n e v e r th e le s s  a  p a r t :
T h a t 's  I t .  The lo v e r  w r i te s ,  th e  b e l ie v e r  h e a rs .
The p o e t mumbles and th e  p a in te r  s e e s .
Each o n e , h i s  f a te d  e c c e n t r i c i t y .
As a  p a r t ,  bu t p a r t ,  bu t te n a c io u s  p a r t i c l e .
Of th e  s k e le to n  o f th e  o th e r ,  th e  t o t a l  . . .
(CP 443)
"A P r im i t iv e  L ike  an O rb ," w ith  I t s  s o a r in g  a l t i t u d e s .  I t s  expanding h o r i ­
zo n s, I t s  courageous—even o p t im is t i c —c o n f ro n ta t io n  w ith  n o th in g n e ss  
p re s e n ts  th e  same sen se  of v ic to r y  a s  C a i l lo is *  tr iu m p h an t a c c e p ta n c e  a t  
th e  end o f  "La P la in e ."
C a i l l o i s  m a in ta in s  th a t  o u t of th e  te n s io n  between m an 's  agony of 
em otion In  th e  fa c e  o f d e a th  and h i s  In n a te  need to  c o n t ro l  t h a t  em otion
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comes th e  s t u f f  fo r  th e  m ost ad m irab le  c r e a t io n s  o f h i s  a r t .  Such con­
f l i c t s  u n d e r l ie  " P u e lla  P a rv u la "  and from th e  c o n f l i c t s  such  a r t  i s  
g e n e ra te d . The poem b o th  d e s c r ib e s  and c r e a te s  th e  e x p e r ie n c e :
Every th re a d  o f summer i s  a t  l a s t  unwoven.
By one c a t e r p i l l a r  i s  g re a t  A fr ic a  devoured 
And G ib r a l ta r  i s  d is s o lv e d  l i k e  s p i t  in  th e  w ind.
But over th e  w ind, o v er th e  leg en d s  o f  i t s  r o a r in g ,
The e le p h a n t on th e  ro o f  and i t s  e le p h a n tin e  b la r in g .
The bloody l io n  in  th e  yard  a t  n ig h t  o r ready  to  
sp r in g
From th e  c lo u d s  in  th e  m id st of trem b lin g  t r e e s  
Making a g r e a t  g n a sh in g , over th e  w ate r w allow s 
Of a v aca n t sea  d ec la im in g  w ith  w ide th r o a t .
Over a l l  th e se  th e  m ighty  im ag in a tio n  trium phs 
L ike a trum pet and s a y s , in  t h i s  season  of memory.
When th e  le a v e s  f a l l  l i k e  th in g s  m ournfu l o f th e  p a s t .
Keep q u ie t  in  th e  h e a r t ,  0 w ild  b i t c h .  0 mind 
Gone w ild , be what he t e l l s  you to  be : P u e l l a .
W rite  pax a c ro s s  th e  window pane. And th e n
Be s t i l l .  The summarium in  e x c e ls i s  b e g in s  . . .
Flame, sound, fu ry  composed . . . Hear what he 
sa y s .
The d a u n t le s s  m a s te r , a s  he s t a r t s  th e  human t a l e .
(CP 456)
The images o f d e s t r u c t io n  a r e  more pow erfu l th a n  any C a i l l o i s  c r e ­
a t e s ,  th e  em o tional re sp o n se  a s  pow erfu l and p o te n t i a l l y  a s  th r e a te n in g  
a s  any he d e s c r ib e s .  But S tevens e x e rc is e s  p r e c i s e ly  th e  d i s c i p l in e  and 
c o n t ro l  th a t  C a i l l o i s  deems n e c e ssa ry , and "over a l l  th e s e  th e  m ighty  
im a g in a tio n  tr iu m p h s ."  The b ru te  em otions a r e  m etam orphosed in to  t r i ­
umphant c r e a t i v i t y  a s  th e  power o f p o e s is  tra n s fo rm s  th e  "w ild  b i tc h "  
in to  th e  "P u e l l a . " The v i s t a  th e  poem c r e a te s  expands beyond th a t  o f 
C a i l l o i s '  unending p l a in .  The " d a u n tle s s  m a ste r"  does more th a n  c o n tro l -  
he c r e a te s .
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C a i l l o i s  c r e a te s  a  v is io n  o f a  moment o f v ic to r y  and re p o se  a t  th e  
c e n te r :  "C ependant, au  c e n t r e ,  c 'e s t  to u jo u rs  comme l e  sommet d 'u n e
im p e rc e p tib le  e t  douce c o l l i n e ,  l ' i n s e n s i b l e  cou rbu re  du g lo b e ."  For 
C a i l lo i s  th e  moment o f v ic to r y  comes from o n e 's  acc ep tan c e  o f th e  s p le n ­
d id  p u r i ty  o f th e  b a re  p la in .  The man who a c h ie v e s  t h i s  s t a t e ,  he s a y s , 
r e q u ir e s  n o th in g  more w ith  w hich to  co n fro n t d e a th . The p assag e  comes 
as  th e  c u lm in a tio n  o f an expanding v is io n  of th e  p la in ,  no lo n g e r  com­
p le te ly  f l a t ,  b u t cu rv in g  upward in to  th e  sky. S tev e n s , in  "The Poem
That Took th e  P la c e  o f a  M oun ta in ,"  t r a c e s  th e  same k in d  o f s t r u g g le
C a i l lo i s  has d e sc r ib e d  and a c h ie v e s  th e  same k ind  of a c c e p ta n c e  w ith  
which C a i l lo i s  co n c lu d es :
T here i t  w as, word fo r  word.
The poem th a t  took  th e  p la c e  o f a m ountain .
He b rea th ed  i t s  oxygen.
Even when th e  book la y  tu rn ed  in  th e  d u s t o f h is  t a b le .
I t  rem inded him how he had needed
A p la c e  to  go to  in  h i s  own d i r e c t io n .
How he had recom posed th e  p in e s .
S h if te d  th e  ro c k s  and p ick ed  h is  way among c lo u d s .
For th e  o u tlo o k  th a t  would be r i g h t .
Where he would be com plete  in  an  unexp la ined  com p le tio n :
The ex ac t ro ck  where h i s  in e x a c tn e s se s
Would d is c o v e r ,  a t  l a s t ,  th e  view  toward w hich th e y  had 
edged,
Where he cou ld  l i e  an d , gaz ing  down a t  th e  se a .
R ecognize h i s  u n ique  and s o l i t a r y  home.
(CP 512)
The poem rem inds u s  o f th e  p o e t 's  s t ru g g le s  w ith  th e  r e a l i t i e s  of 
l i f e  and d e a th  ("he  had needed /  A p la c e  to  go to  in  h i s  own d i r e c t io n " )  
bu t i t s  language a f f i rm s  th e  v ic to r y  of p o e try  in  t h a t  s t r u g g le  ("he  had
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recomposed th e  p in e s ,  /  S h if te d  th e  r o c k s " ) .  S te v e n s ' moment o f v ic to r y  
in v o lv e s  n o t sim ply  th e  f in d in g  of a "douce c o l l in e "  b u t th e  c r e a t io n  of 
a  poem a s  r e a l  and a s  s o l id  a s  a m ountain . The p la c e  o f sw eet rep o se  i s  
n o t sim ply th e  rew ard o f s to ic  a c c e p ta n c e , b u t  a "unique and s o l i t a r y  
home" th a t  he h im se lf  has c re a te d  th ro u g h  th e  dem iurgic power o f h i s  
p o e try . P o e try  c r e a te s  th e  curve and th e  summit and th u s  makes p o s s ib le  
th e  "u n ex p la in ed "  (perhaps even u n e x p la in a b le )  " c o m p le tio n ."  The p u r i ty  
th a t  n o u r is h e s  S tevens i s  n o t sim ply th e  a s c e t i c  v is io n  o f C a i l lo i s  b u t 
h is  own expanded co n cep t o f p o é s ie  p u r e .
In  "The Rock" S tevens m e d ita te s  on th e s e  v a r io u s  p rob lem s: h i s  own
d ea th  and th e  g e n e ra l q u e s tio n  of d e a th ,  w hat h i s  own a r t  has accom plished 
and th e  q u e s tio n  o f what any a r t  can  acc o m p lish . The q u e s tio n s  app ly  n o t 
on ly  to  S tev en s b u t to  a l l  men and , a p p r o p r ia te ly ,  he u se s  th e  p lu r a l  
p ronoun:
I t  i s  an  i l l u s i o n  th a t  we were ev e r a l i v e .
L ived in  th e  houses o f m o thers , a rra n g e d  o u rs e lv e s
By our own m o tions in  a freedom  o f a i r .
Regard th e  freedom  o f sev en ty  y e a rs  ago .
I t  i s  no lo n g e r  a i r .  The houses s t i l l  s ta n d .
Though th e y  a re  r i g i d  in  r i g i d  em p tin e ss .
Even our shadows, t h e i r  shadows, no lo n g e r  r e ­
m ain.
The l i v e s  th e s e  l iv e d  in  th e  mind a r e  a t  an end.
But c r e a t io n  p ro v id e s  an answer and a  s o la c e ,  a t  l e a s t  o f s o r t s :
The sounds o f th e  g u i ta r
Were n o t and a re  n o t .  A bsurd. The w ords spoken
Were no t and a re  n o t .  I t  i s  n o t to  be b e lie v e d .
(CP 525)
The g u i t a r  r e f e r e n c e  c l e a r ly  l in k s  th e se  s ta te m e n ts  to  S te v e n s ' own po­
e t r y ,  and h is  b e l i e f  in  th e  power o f lo g o s  r i s e s  to  c o u n te r  th e  d e s p a ir
154
w ith  which th e  poem began. The poem goes on to  t r a c e  what th e  im ag ina­
t io n  has accom plished ; i t  c h ro n ic le s  th e  h is to r y  of S te v e n s ' own p o e t ic  
c a r e e r ,  d em o n stra tin g  th a t
th e  g reen  le a v e s  came and covered  th e  h ig h  
ro ck .
That th e  l i l a c s  came and bloom ed, l i k e  a b lin d n e s s  
c le a n e d ,
Exclaim ing b r ig h t  s ig h t ,  a s  i t  was s a t i s f i e d ,
In  a b i r t h  of s ig h t .  The bloom ing and th e  musk 
Were be in g  a l i v e ,  an in c e s s a n t  b e in g  a l iv e ,
A p a r t i c u l a r  o f b e in g , t h a t  g ro ss  u n iv e rs e .
(CP 526)
The p ro c e s s  u n fo ld in g  r e c r e a te s  n a t u r e 's  in c e s s a n t  c r e a t i v i t y  b u t
th e  am b igu ity  in  " le a v e s "  su g g e s ts  th e  p ro c e ss  of th e  p o e t 's  c r e a t i v i t y
a s  w e ll .  The le a v e s  a r e  b o th  r e a l  le a v e s  and th e  le a v e s  o f a  book, o f
S te v e n s ' book o f poems.
S ec tio n  two, "The Poem a s  Ic o n ,"  e s ta b l i s h e s  th e  l i n k s  betw een
e a r th ,  p o e try , and th e  p o e t . The u se  o f th e  f i r s t  p e rso n  p lu r a l  pronoun
c o n tin u e s , so t h a t  S te v e n s ' c u re  h e re  r e f e r s  n o t o n ly  to  h im se lf  and to
h is  own work b u t to  h i s  re a d e r  a s  w e ll ;
I t  i s  n o t enough to  cover th e  ro c k  w ith  le a v e s .
We must be cured  o f i t  by a  c u re  o f  th e  ground
Or a  c u re  o f o u r s e lv e s ,  th a t  i s  eq u a l to  a  cu re
Of th e  g round , a  c u re  beyond f o r g e t f u ln e s s .
And y e t th e  le a v e s ,  i f  th e y  b roke  in to  bud.
I f  they  b roke  in to  bloom, i f  th e y  b o re  f r u i t .
And i f  we a t e  th e  in c ip ie n t  c o lo r in g s
Of th e i r  f r e s h  c u l l s  m ight be a  c u re  o f th e  ground.
The f i c t i o n  o f th e  le a v e s  i s  th e  ico n
Of th e  poem, th e  f ig u r a t io n  o f b le s s e d n e s s .
And th e  ic o n  i s  th e  man.
(ÇP 526)
The c o n d i t io n a l  v e rb s  and th e  h y p o th e t ic a l  s ta te m e n ts  g iv e  way to  more
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p o s i t iv e  a s s e r t i o n s :  "These le a v e s  a re  th e  poem, th e  ico n  and th e  man.
These a re  a c u re  o f th e  ground and o f o u rs e lv e s "  (CP 527), Y et t h i s  i s  
more th a n  a co m fo rtin g  i l l u s i o n :  "They a r e  more th a n  le a v e s  th a t  cover
th e  b a rre n  ro ck "  (CP 527 ).
S te v e n s , in  c o n fro n tin g  th e  v i s io n  o f n o th in g n e s s ,  does more th an  
n o u rish  h im se lf  on th e  p u r i t y  o f an a s c e t i c  v i s io n .  The answ er he  p ro ­
v id e s  does more th a n  p r o je c t  human em otions o n to  n a t u r a l  im ages, more 
than  c r e a te  i l l u s i o n s  to  h id e  th e  v i s io n  o f  " n é a n t ."  The poem, a s  we 
might ex p ec t from a  p o e t so com mitted to  th e  dem iu rg ic  power o f p o e try , 
c r e a te s  new p o s s i b i l i t i e s  a s  r e a l  a s  th e  b a r re n  p la in :
In  t h i s  p le n ty ,  th e  poem makes m eanings o f th e  
ro c k .
Of such  mixed m otion  and such im agery
That i t s  b a rre n n e s s  becomes a  thousand  th in g s
And so e x i s t s  no m ore. T h is  i s  th e  cu re
Of le a v e s  and o f  th e  ground and o f o u r s e lv e s .
H is w ords a r e  b o th  th e  icon  and th e  man.
(CP 527)
"The Rock" comes to  g r ip s  w ith  th e  problem s t h a t  C a i l l o i s  s t r u g g le s  
a g a in s t ,  and S tev en s  a c h ie v e s  in  i t  th e  re p o s e  a t  th e  c e n te r .  I t s  f i n a l  
s e c t io n ,  "Forms of th e  Rock in  a N ight-H ym n," fu s e s  th e  b a r re n  v is io n  
and th e  c u re  o f th e  ground th a t  th e  p o e t has c r e a te d ,  day and n ig h t ,  
d ea th  and l i f e  and p o e t ry .  The ro c k  i s  th e  "g ray  p a r t i c u l a r  o f m an 's 
l i f e , "  b u t i t  i s  a l s o  th e  " s te r n  p a r t i c u l a r  o f a i r , "  th e  "m irro r  of th e  
p la n e t s ,"  and th e  " h a b i t a t io n  of th e  w hole" (CP 5 2 8 ). I t  becomes bo th  
a lpha  and omega, th e  " s t a r t i n g  p o in t o f  th e  human and th e  end , /  That in  
which space i t s e l f  i s  co n ta in ed "  (CP 52 8 ).
The n ig h t  hymn w ith  which th e  poem ends f a r  tra n s c e n d s  C a i l l o i s '  
v is io n  o f  th e  b a r re n  p la in ,  and S te v e n s ' re p o se  a t  th e  c e n te r  in c lu d e s
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more th a n  th e  calm  o f v ic to r y  and th e  s a t i s f a c t i o n  o f a  b a t t l e  c o u ra ­
g eo u sly  fo u g h t. C e r ta in  v e ry  l a t e  poems f u l l y  a c c e p t th e  know ledge of 
d e a th  and t r a n s ie n c e ,  a s  we see  in  "The P la n e t  on th e  T ab le " :
H is s e l f  and th e  sun were one
And h i s  poems, a lth o u g h  m akings o f  h is  s e l f ,
Were no l e s s  m akings o f th e  sun .
I t  was n o t im p o rtan t th a t  th e y  s u rv iv e .
What m a tte re d  was th a t  th e y  shou ld  b ear 
Some lin eam en t o r c h a r a c te r .
Some a f f lu e n c e ,  i f  o n ly  h a l f - p e r c e iv e d .
In  th e  p o v e rty  of t h e i r  w ords.
Of th e  p la n e t  o f which th e y  were p a r t .
(CP 532-533)
Such l i n e s  r e v e a l  a p o e t who has found h i s  answ er to  th e  q u e s tio n
of th e  t r a n s ie n c e  o f a r t .  One o f th e  l a s t  poems S tev en s  w ro te , "Of Mere
B ein g ,"  draws to g e th e r  a l l  th e  q u e s tio n s  th a t  to rm en ted  C a i l l o i s ,  and
th a t  have to rm ented  a l l  men a t  a l l  t im e s . The t r e e ,  th e  b ro n z e , th e  song,
th e  undying q u e s tio n  o f man’ s h a p p in e ss  a l l  r e a p p e a r .  No s in g le  l i n e
poses an  answ er, b u t th e  poem a s  a  whole a f f i rm s  th e  v i c to r y .  I t  i s  a
poem o f t o t a l  p u r i t y ,  and one o f S te v e n s ' g r e a t e s t  ach ievem en ts  o f h is
v is io n  o f  l a  p o é s ie  p u re .
The palm a t  th e  end of th e  m ind.
Beyond th e  l a s t  th o u g h t, r i s e s  
In  th e  b ronze d eco r,
A g o ld - fe a th e re d  b ird
S ings in  th e  palm , w ith o u t human m eaning.
W ithout human f e e l in g ,  a fo re ig n  song.
You know th e n  th a t  i t  i s  n o t th e  rea so n
T hat makes u s  happy o r unhappy.
The b ird  s in g s .  I t s  f e a th e r s  sh in e .
The palm s ta n d s  on th e  edge o f  sp ace .
The wind moves s low ly  in  th e  b ran ch e s .
The b i r d ’ s f i r e - f a n g le d  f e a th e r s  d an g le  down.
(Palm 398)
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P erhaps C a i l l o i s '  f i n a l  words could  se rv e  a s  s u f f i c i e n t  commentary on
what S tevens has ach iev ed :
Que l'homme apprenne i c i  à se  r a i d i r ,  to u t  ce  que l a  d ig n i té  
compte de renoncem ents e t  que p o u r ta n t i l  l 'a c q u i e r t  pour 
r i e n  au p r ix  de c e  q u 'e l l e  v a u t ,  c a r  i l  n 'a  r i e n  d 'a u t r e  à 
gagner av an t de m o u rir .
Notes
In tro d u c t io n
^ C h arle s  Mauron’s book rem ains  in  th e  S tevens l i b r a r y ,  i n  th e  pos­
se s s io n  of S te v e n s ' d a u g h te r . In  th e  co u rse  o f a s e r i e s  o f c o n v e rs a tio n s  
in  August 1974 H olly  S tevens a llow ed  me to  see t h a t  th e  book c o n ta in s  a 
p le n itu d e  o f p e n c i l le d  m a rg in a lia  in  S te v e n s ' hand. She b e l ie v e s  th a t  
S tevens re c e iv e d  th e  book s h o r t ly  a f t e r  i t s  p u b lic a t io n  and would have 
read  i t  a t  th a t  tim e . (S te v e n s ' summary of M auron 's p o s i t io n  in  "The 
Noble R id e r and th e  Sound o f Words" d e r iv e s  from t h i s  book. See M  3 0 .) 
The e x te n t  o f th e  m a rg in a lia  s u g g e s ts  th a t  S tevens devoted  c o n s id e ra b le  
tho u g h t to  M auron 's th e o r i e s .
D uring th e s e  same c o n v e rs a t io n s  M iss S tevens re v e a le d  t h a t  n e i th e r  
M a u ln ie r 's  no r C a i l l o i s '  book was th e n  in  h e r p o s se s s io n . She d id ,  how­
e v e r , id e n t i f y  a  b i l l  from A n ato le  V id a l , S te v e n s ' P a r is  book s e l l e r ,  
d a ted  J u ly  12, 1939, fo r  th e  M au ln ie r book. At t h a t  same tim e  she showed 
me c e r t a in  o th e r  books th a t  had belonged  to  her f a th e r ,  a s  w e ll  a s  sev­
e r a l  p a in t in g s  and g ra p h ic s  from h i s  c o l le c t io n .
2
D uring th e  c o n v e rsa tio n s  m entioned  above H o lly  S tev en s  confirm ed 
th a t  S tevens had su b sc rib ed  to  th e  N ouvelle  Revue F ra n ç a is e ,  L ic o rn e , 
and M e rlin , adding  th a t  he " su b sc r ib e d  to  j u s t  ab o u t every  F ren ch  l i t t l e  
m agazine a v a i l a b l e ."
The l e t t e r s  e s ta b l i s h  h i s  s u b s c r ip t io n s  to  s e v e ra l  o f  th e  o th e r s :  
a n o te  in d ic a te s  t h a t  he su b sc r ib e d  to  M esures from i t s  in c e p t io n  in  1934 
(LWS p . 3 3 8 ). Through P au le  V id a l ,  h i s  P a r is  book s e l l e r ,  he a rran g ed  
fo r  a s u b s c r ip t io n  to  L a b y rin th e  in  1946 (LWS p . 5 2 7 ), and he m en tions 
having  re c e iv e d  s e v e ra l  c o p ie s  o f F ig a ro  a t  once (LWS p . 7 7 3 ). Though 
th e  f i r s t  r e fe re n c e  to  th e  N ou v e lle  Revue F ra n ç a ise  o ccu rs  in  1953, i t  
seems t h a t  h i s  s u b s c r ip t io n  began much e a r l i e r .  In  1954 he s a id ,  " I t  i s  
th e  b e s t  m agazine i n  th e  w orld  to d a y "  (LWS p. 8 1 7 ).
The o th e r  p e r io d ic a l s  l i s t e d  in  t h i s  p a rag rap h  have been  com piled 
from comments in  th e  l e t t e r s  in d ic a t in g  th a t  S tevens had p a r t i c u l a r  i s ­
su es  in  h i s  p o sse ss io n .
3
An in te rv ie w  w ith  S tevens conducted  by C h arle s  H en ri Ford appeared  
in  th e  f i r s t  is s u e  of View, a s  w e ll a s  "M ateria P o e t i c s ,"  a  c o l l e c t io n  of 
p o e t ic  maxims. See View 1, No. 1 (Septem ber 1940), 1 , 3 . A nother group 
o f  "M ateria  P o e tic a "  appeared  in  S e r ie s  2 , No. 3 (O ctober 1942), 28, and 
"A n a ly s is  o f a Theme" in  S e r ie s  5, No. 3 (O ctober 1945), 5 .
4
See LWS p . 290n. The c o n ta c t  w ith  V id a l meant much more to  S te ­
vens th a n  a  co n v en ien t means o f a c q u ir in g  French books and p a in t in g s .
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In  a l a t e  l e t t e r  to  B arbara Church he rem arked , " I  p r a c t i c a l l y  l iv e d  in  
F rance when o ld  Mr. V ida l was a l i v e  because  i f  I  had asked  him to  p ro ­
c u re  from an  o b scu re  from agerie  in  th e  c o u n try  some of th e  cheese w ith  
r a i s i n s  in  i t  o f  which I  read  one tim e , he would have done i t  and th a t  
i s  a lm ost w hat l iv in g  in  F rance o r  anywhere e l s e  amounts to "  (LWS p . 6 1 0 ).
^ D uring our c o n v e rsa tio n s  H o lly  S tevens a llow ed  me to  see h is  c o l ­
l e c t io n  o f works by A la in  and rem arked t h a t  A la in  was th e  on ly  w r i te r  
S tevens c o l le c te d  s y s te m a tic a l ly .  A ll th e  o th e r  books l i s t e d  h e re  a re  
m entioned in  th e  l e t t e r s ,  u s u a l ly  in  th e  c o n te x t o f rem arks in d ic a t in g  
S te v e n s ' g e n e ra l enjoyment in  read in g  them , o c c a s io n a lly  quo ting  a  l i n e  
o r p h ra se  th a t  p a r t i c u l a r ly  appea led  to  him , som etim es e x p re ss in g  i r r i ­
t a t i o n  w ith  th e  s t y l e .  For exam ple, in  a  l e t t e r  to  B arbara  Church, S te ­
vens p ro v id ed  an answ er to  th e  q u e s tio n  posed in  E lu a rd ' s  t i t l e ,  La J a r r e  
p e u t - e l l e  ê t r e  p lu s  b e l le  que l 'e a u ? : "Jam ais  du to u t"  (LWS p . 74 4 ).
I  have n o t a ttem p ted  a com plete b ib l io g ra p h y  o f a l l  th e  French books 
l i s t e d  in  th e  l e t t e r s  bu t have focused  on th o s e  he m entioned d u rin g  th e  
p e rio d  w ith  w hich my study  i s  concerned ; t h a t  i s ,  ap p ro x im ate ly  1935 to  
1955.
^ See LWS pp. 545, 545n. M ichel Benamou's W allace S tevens and th e  
S ym bolist Im ag in a tio n  (P r in c e to n , 1972), pp . 141-144 c o n ta in s  a n o te  on 
S te v e n s ' p e rs o n a l a r t  c o l le c t io n ,  based on a  p re v io u s ly  unpub lished  e ssay  
by F ra n ç o ise  M arin . The sk e tc h  l i s t s  some o f th e  p a in t in g s  and b r i e f l y  
c h a r a c te r i z e s  th e  work of some of th e  a r t i s t s  in  S te v e n s ' c o l le c t io n .
S te v e n s ' l e t t e r s  p ro v id e  more d e ta i l e d  in fo rm a tio n  about some of 
th e  p a in t in g s ,  h is  method of c o l l e c t in g ,  and h i s  re sp o n se  to  th e  r e s u l t s .  
Though he chose  h i s  p a in tin g s  u nseen , based  on h i s  knowledge of o th e r  
works by th e  a r t i s t  and on P au le  V id a l 's  judgm ents, h i s  g e n e ra l i n s t r u c ­
t io n s  to  h e r  su g g es t som ething o f what he sough t in  h is  c o l le c t io n :  
"som ething  r e a l  b u t s a tu ra te d  w ith  th e  f e e l in g  and th e  im ag in a tio n  of 
th e  a r t i s t , "  and "som ething th a t  th e  a r t i s t  h im se lf  re g a rd s  a s  th e  b e s t  
th in g  he h a s , p rov ided  we can a f fo rd  i t "  (LWS p . 593).
 ^ LWS p . 814n documents th e  renam ing o f th e  C a v a i l le s  p a in tin g .  
S tevens l a t e r  commented th a t  i t  seemed to  have been " p a in te d  w ith  m elted  
candy" (LWS p . 8 3 0 ). S tevens f i r s t  named th e  T a l Coat ( o r ig in a l  t i t l e ,  
S t i l l  L i f e ) "Angel Surrounded By P e a sa n ts "  (LWS p . 65 0 ). He rece iv ed  
th e  p a in t in g  September 30, 1949; by O ctober 13 , 1949, he had com pleted 
"Angel Surrounded by Paysans" (LWS p . 650 ). Both p a in t in g s  rem ain in  
th e  p o s se s s io n  o f H olly  S tevens (See N ote 1 ) .
^ See LWS p . 566.
9
The poems ("Ploughing  on Sunday," " T h ir te e n  Ways o f Looking a t  a 
B la c k b ird ,"  "D is illu s io n m e n t of Ten O 'c lo c k ,"  "The Emperor o f Ice-C ream ,"  
"F ab lia u  o f  F lo r id a " )  appeared in  M esures, No. 3 (15 j u i l l e t  1939), 331- 
343. See I ^  p . 338n.
See LWS pp. 358, 378-378, 427-428, 446-447, 812. S tev e n s ' l e t t e r s  
to  Church on th e  s u b je c t  o f th e  p o e try  c h a i r  in c lu d e  s ta te m e n ts  on h i s
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th e o ry  of p o e try  and r e v e a l  th e  s t r e n g th  o f  h i s  d e s i r e  to  make a c o n t r i ­
b u tio n  to  th e  th e o ry  o f p o e try . He d e f in e d  h is  own co n cep t o f th e  c h a i r 's  
scope and fu n c tio n  in  a memorandum w hich c i te d  one o f  h i s  own poems
("A sid es  on th e  Oboe") to  i l l u s t r a t e  what he meant by th e  s u b je c t -m a t te r
o f  p o e try :
What i s  in ten d ed  i s  to  s tudy  th e  th e o ry  o f p o e try  in  r e l a t i o n  to  
what p o e try  has been and in  r e l a t i o n  to  w hat i t  ought to  b e . I t s  
l i t e r a t u r e  i s  a p a r t  o f i t ,  and o n ly  a p a r t  o f i t .  For t h i s  p u r­
pose , p o e try  means n o t th e  language  o f p o e try  b u t th e  th in g  i t s e l f ,  
w herever i t  may be found. I t  does n o t mean v e r s e  any more th an  
p h ilo so p h y  means p ro s e . The s u b je c t -m a t te r  o f p o e try  i s  th e  th in g  
to  be a s c e r ta in e d .  O ff-hand , th e  s u b je c t -m a t te r  i s  what comes to  
mind when one says o f  th e  month o f  August . . .
"Thou a r t  no t A ugust, u n le s s  I  make th e e  s o ."
(LWS p . 377)
S tevens sug g ested  Jean  P au lhan  a s  th e  s o r t  o f p e rso n  to  hold  a 
P o e try  C h a ir . P a u lh a n 's  w r i t in g s  in c lu d e  s tu d ie s  on lan g u ag e , r h e to r i c ,  
and th o u g h t. H is books, a long  w ith  h is  a c t i v i t i e s  connected  w ith  th e  
N ouvelle Revue F ra n ç a is e . e s ta b l is h e d  h is  r e p u ta t io n  a s  c r i t i c  and 
s c h o la r .  (See L i t t é r a t u r e  F ra n ç a ise  [  P a r i s :  L i b r a i r i e  L aro u sse , 1949 ] ,
V.  I I ,  p . 450 .)
12 In  M , pp . 37 -67 . S tevens w ro te  to  Church t h a t  he had ag reed  to  
d e l iv e r  th e  paper because  o f h is  i n t e r e s t  in  th e  " s t a tu s  o f p o e try  as  
som ething to  te a c h ."  He seems p a r t i c u l a r l y  to  have enjoyed  re a d in g  to  
an au d ien ce  m ain ly  F rench . See LWS pp. 446-447, 453, 457.
13 Jean  Wahl, P o é s ie , p en sée , p e rc e p tio n  ( P a r is :  Calmann-Lévy,
E d i te u r s ,  1948), p . 25. The r e fe re n c e  o ccu rs  in  a  c h a p te r  t i t l e d  "La 
P o és ie  comme u n ion  d es  c o n t r a i r e s , "  which f i r s t  ap p ea red  in  E n g lish  in  
The C him era, 2 , No. 3 (W in ter-S p rin g  1944), New Y ork, t i t l e d  "On P o e try ."
14 S tevens w ro te  to  B arbara Church re g a rd in g  th e  a ss ig n m e n t, s a y in g , 
" I  want to  know V aléry  b e t t e r  and t h i s  i s  an  o p p o r tu n i ty  to  do so , even 
though , l iv in g  a t  th e  c e n te r  of th e  w o rld , he i s  f a r  beyond me in  so many 
th in g s "  (LWS p . 8 5 5 ). H is e a r l i e r  rem arks on V a lé ry  r e v e a l  a c e r t a in  
am b igu ity  in  h i s  a t t i t u d e s .  In  a  l e t t e r  to  Ronald Lane L atim er (1935) 
he m entions hav ing  re c e iv e d  a copy of V a lé ry ' s  E ta t  de l a  V e r tu . He 
says a t  th a t  tim e , " I f  th e re  a re  any l i t e r a r y  r e l a t i o n s  betw een my th in g s  
and th o se  o f o th e r  w r i te r s  th ey  a r e  u n c o n sc io u s ,"  b u t he say s  too  th a t  
a  "man l i k e  V aléry  em erges from h i s  books w ith o u t a c lo s e  re a d in g "  (LWS 
p. 290). He d o es , however, a tte m p t to  fo rm u la te  th e  r e l a t i o n  o f h i s  
work to  th a t  o f V aléry : " in  o rd e r  to  avo id  a b s t r a c tn e s s ,  in  w r i t in g ,  I
se a rc h  o u t i n s t i n c t i v e l y  th in g s  t h a t  ex p re ss  th e  a b s t r a c t  and y e t a re  
n o t in  them selves  a b s t r a c t io n s "  (LWS p . 290). A. W alton L i tz  b e l ie v e s  
th a t  S te v e n s ' "A dagia" (OP 157-180) i s  m odelled  a f t e r  V a lé ry 's  T el Q u e l. 
See h i s  I n t r o s p e c t iv e  V oyager: The P o e tic  Developm ent o f W allace S tevens
(New York: Oxford U n iv e rs ity  P re s s ,  1972), p .  37.
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P au l V a lé ry , D ia lo g u es, c r a n s . W illiam  McCausland S te w a r t,  w ith  
two p re fa c e s  by W allace S tevens (New York; Pantheon [  B o llin g e n  S e r ie s  
XLV-4 ] ,  1956), pp. v i i - x x v i i i .  R e p rin te d  in  OP 268-286.
On A p r il  26, 1955, an o p e ra t io n  re v e a le d  th a t  S tev en s was s u f f e r in g  
from te rm in a l c a n c e r; he d ie d  in  A ugust o f t h a t  y e a r .
P e te r  Lee was a young Korean s tu d e n t a t  Y ale . T h e ir  co rre sp o n d ­
ence began in  1951 when S tevens commented on poems Lee had s e n t to  him.
The co rrespondence  developed in to  a  f r ie n d s h ip  which co n tin u ed  a f t e r  
L e e 's  r e tu r n  to  Seoul and d u rin g  h is  s tu d ie s  in  F r ib o u rg , S w itz e rla n d . 
S tevens con tin u ed  to  encourage L e e 's  a t te m p ts  to  p u b lis h  h i s  t r a n s l a t i o n s  
o f a n c ie n t  Korean p o e try , w hich f i n a l l y  appeared  in  1964. He to o k  p a r ­
t i c u l a r  p le a su re  in  L e e 's  s ta y  in  F r ib o u rg  and d e l ig h te d  in  h i s  v i s i t  to  
P a r is  (s e e  LWS p . 84 5 ). In  1954 S tev en s w ro te , " I  am no lo n g e r  s u re  
w hether you a re  a K orean, a S w iss, a  Frenchman, a  S p a n ia rd , o r  a combina­
t i o n  o f a l l  o f them. What a  w onderfu l th in g  i t  i s  th a t  a  man a s  s e n s i t i v e  
a s  you a re  should have an o p p o r tu n i ty  to  g e t about to  th e  e x te n t  th a t  you 
do" (LWS pp. 856-857.
See LWS p . 391. S te v e n s ' rem arks c i te d  h e re  come from h i s  l e t t e r s  
to  Hi Simons, who had w r i t t e n  to  him a sk in g  about h i s  knowledge o f th e  
p o e ts  l i s t e d .  Simons su b se q u en tly  w ro te  an a r t i c l e  w hich i d e n t i f i e d  
seven  in s ta n c e s  o f d i r e c t  s i m i l a r i t y  in  l i n e s  from poems by M allarm é and 
S tevens and seven more g e n e ra l k in d s  o f  r e l a t i o n s h ip s ,  in c lu d in g  to n e , 
te c h n iq u e , c o lo r  symbolism , e t c .  See "W allace S tevens and M allarm é,"  
Modern P h ilo lo g y , 43 (May 1946), 235-259. S tevens l a t e r  rem arked th a t  
th e  a r t i c l e  "made a v e ry  g r e a t  d e a l  o u t o f  l i t t l e "  (LWS p . 36 5 ). I t  i s  
i n t e r e s t i n g  to  n o te ,  how ever, th a t  th e  paper was p u b lish e d  a f t e r  Simons' 
d e a th ; th e  e d i to r s  se n t i t  to  S tev en s who, o u t o f r e s p e c t  f o r  Simons,
ag reed  to  i t s  p u b lic a t io n  " j u s t  a s  i t  w as, w ith o u t changing  a  w o rd ."  He
c o n tin u e d , "Mallarmé nev er in  th e  w orld  m eant a s  much to  me a s  a l l  th a t  
in  any d i r e c t  way. Perhaps I  abso rbed  more th a n  I  th o u g h t. M allarm é 
was a  good d e a l in  th e  a i r  when I  was much younger. . . . V e r la in e  meant
a good d e a l  more to  m e." He c la im ed  n ev er to  have been  a  s tu d e n t o f
French  p o e try  b u t o n ly  a y o u th fu l g e n e ra l re a d e r  (LWS p . 636 ). I t  seems 
l i k e l y ,  however, th a t  S tevens had in  h i s  p o s se s s io n  th e  Roger F ry  t r a n s l a ­
t io n  o f  M allarm é, Poems (London: C h a tto  and Windus, 1936), w ith  a  com­
m entary  by C h arles  Mauron. He r e f e r s  to  M auron 's rem ark th a t  a  man may 
be c h a ra c te r iz e d  by h i s  o b s e s s io n s ,  w hich o ccu rs  in  t h a t  p r e f a c e ,  p . 14. 
See "The I r r a t i o n a l  Element in  P o e try "  (OP 225).
18 In  1902 S tevens p u rchased  a fo u r  volume s e t  o f F rench  l y r i c  po­
e t r y  o f th e  s ix te e n th  and s e v e n te e n th  c e n tu r ie s .  The books rem ain  in  
th e  S tev en s  l i b r a r y ;  b ib l io g r a p h ic a l  in fo rm a tio n  w i l l  be found in  H olly  
S te v e n s ' fo rthcom ing  book on h e r  f a t h e r 's  fo rm a tiv e  y e a r s .  In  1909 he 
t r a n s l a t e d  poems by du B e lla y , C h e n ie r , and C h arle s  D 'O rle a n s . See LWS 
pp. 150-151.
René T aupin , in  h is  L 'I n f lu e n c e  du symbolisme f r a n ç a i s  su r  l a  p o é s ie  
a m érica in e  (1910-1920) ( P a r is :  L i b r a i r i e  A ncienne Honoré Champion, 1929), 
pp. 275-276, c i t e s  a l e t t e r  he had re c e iv e d  from S tevens which s a id ,  "La 
l é g è r e té ,  la  g râ c e , l e  son e t  l a  c o u le u r  du f r a n ç a is  on t eu su r  moi une
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In f lu e n c e  in d é n ia b le  e t  une in f lu e n c e  p r é c ie u s e ,"  T aupin goes on to  
a s s e r t :  "Sa t r a d i t i o n  e s t  f r a n ç a i s e ."
19 R obert B u t te l ,  W allace S te v e n s : The Making o f Harmonium (P r in c e ­
to n : P r in c e to n  U n iv e rs i ty  P re s s ,  1967).
20 Jam es B a ird , The Dome and th e  Rock: S tr u c tu r e  in  th e  P o e try  of
W allace S tev e n s  (B a ltim o re : Johns Hopkins P re s s ,  1968).
W allace  S tevens and th e  S ym bolist Im a g in a tio n  (P r in c e to n : P r in c e ­
to n  U niv . P r e s s ,  1972). See Appendix A f o r  th e  o r ig i n a l  ap p ea ran ces  of 
th e  e s s a y s  c o l le c te d  in  t h i s  volum e, w hich w ere composed over a p e r io d  
o f more th a n  te n  y e a r s .  Benamou t e l l s  u s  t h a t  o n ly  th e  l a s t  one ("P o e try  
and Alchem y") has undergone s u b s t a n t i a l  r e v i s i o n .  Thus, i n  Benamou's 
own w ork, we can  see  an  e v o lu tio n  from s tu d ie s  o f f i g u r e s ,  to  s tu d ie s  o f 
th e  p o e t ic  im a g in a tio n , to  th e  psychosym bolic app ro ach  o f th e  s t r u c t u r a l ­
i s t .  H is in t ro d u c t io n  to  th e  c o l l e c t io n  a f f i r m s  h i s  s t r u c t u r a l i s t  s ta n c e : 
" I  have hoped to  re a c h , below s u r fa c e  resem b lan ces  and d iv e rg e n c e s  o f 
theme and s t y l e ,  to  th e  common m o tiv es  o f  th e  sym bolic p ro c e ss"  (p . x v i i ) . 
" I t  i s  n o t , "  he adds, " th e  f a c t  o f in f lu e n c e  b u t th e  m eaning o f a f f i n i t y  
th a t  m a t te r s "  (p . x v i i i ) .
22 Benamou says th a t  th e  " s in g le  s u b je c t  o f  L afo rgue i s  h is  own e g o ,"  
which he c o n t r a s t s  w ith  S te v e n s ' "q u e s t o f  a  p o e t ic  S e lf  d e fe a tin g  th e  
ego" (p . 2 8 ) . S im ila r ly ,  "There was an  in v in c ib l e  n e g a tio n  in  L a fo rg u e 's  
s p i r i t ,  an  in v in c ib le  a f f i r m a t io n  in  S te v e n s '"  (p . 3 0 ) . He says th a t  
S te v e n s , more s u c c e s s fu l ly  th a n  B a u d e la ire , can  m a ste r th e  f e a r s  of n ig h t  
and d e a th  th ro u g h  th e  power o f language (p . 6 2 ) . In  M allarm é, he sa y s , 
" p u r i ty "  means ab sen ce , sch ism , i n a c c e s s i b i l i t y ,  and n o n -b e in g , w hereas 
in  S te v e n s , " p u r i ty  i s  th e  r e s u l t  of c le a re d  s ig h t"  and in v o lv e s  p a r t i c i ­
p a t io n  in  t h i s  w orld ( s e e  pp. 6 8 -7 2 ).
23 Benamou, p . x x v i i .
B u t te l  documents s p e c i f i c a l l y  th e  im pact o f  th e  " f ê te s  g a la n te s "  
mode on d e t a i l s  in  S te v e n s ' p o e try , in c lu d in g  th e  " V e r la in e - l ik e  P i e r r o t -  
woman s i t u a t i o n  in v o lv in g  m u s ic ."  He n o te s ,  how ever, t h a t  S te v e n s ' 
buoyant s e n se  of th e  comic g r e a t ly  q u a l i f i e s  h i s  d e b t to  th e  F rench  
i r o n i s t s .  S im ila r ly ,  he says th a t  S tev en s le a rn e d  from th e  S y m bo lis ts  
th e  " p o e t ic  means fo r  imbuing . . . id e a s  and t h e i r  a t te n d a n t  em otions 
w ith  b o th  m y s te rio u s  d e p th  and immediacy" b u t n o te s  th a t  S te v e n s ' con­
c e p t of p a r a d is e ,  u n l ik e  th e  S y m b o lis ts ',  would n ev er in c lu d e  a  r e j e c t i o n  
o f t h i s  w o rld . For d is c u s s io n  o f th e  f ê t e s  g a la n te s  mode see  e s p e c ia l ly  
pp. 55-64 ; f o r  th e  S y m b o lis ts , pp . 102-124; f o r  F ren ch  p a in te r s ,  pp. 148- 
168; fo r  B a u d e la ire , L a fo rg u e , and C o rb ie re , pp . 172-180.
25 See e s p e c ia l ly  pp . 42 -55 . B aird  o b je c ts  to  s tu d ie s  o f " in f lu e n c e "  
and p r e f e r s  to  d is c u s s  " a f f i n i t i e s "  o r  " a d ja c e n c ie s "  o f though t and 
s t r u c t u r e .  He c i t e s  s i m i l a r i t i e s  and d i f f e r e n c e s  in  S tevens and Baude­
l a i r e ,  M allarm é, L afo rgue , and p a r t i c u l a r l y  V a lé ry . He c o n s id e rs  S te v e n s ' 
u se  o f  th e  F rench language p erh ap s  more s i g n i f i c a n t  th a n  s i m i l a r i t i e s  to
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any one p o e t .  He says th a t  S tevens was i n t e n t  on compounding a  language 
of F rench  and E n g lish  used in te rc h a n g e a b ly , n o te s  th e  appearance  o f 
French words in  a s s o c ia t io n  w ith  th e  c e n t r a l  a c t s  o f th e  p o e t ic  im agina­
t i o n ,  and co n c lu d e s , " th e  i d e n t i f i c a t i o n  t h a t  S tevens chose to  e s t a b l i s h  
fo r  h i s  a c t s  o f th e  im ag in a tio n  m ust, in  i t s  p rim ary  c h a r a c te r ,  be tra c e d  
th rough  h i s  re a d in g s  in  French" (p . 4 5 ) .
26 Lucy B e c k e tt,  in  W allace S tevens (London: Cambridge U niv. P re s s ,
1974), c a s t s  a  d is s e n t in g  v o te ,  c la im in g  th a t  th e  French  in f lu e n c e  on 
S tevens i s  o v e r ra te d ,  a s  i s  h i s  d eb t to  F rench  l i t e r a t u r e  in  g e n e ra l  (p . 
209). For a l i s t  o f a r t i c l e s  on S tevens and th e  F rench , see  Appendix A.
A la in  B osquet, "W allace S tevens (1 8 7 9 -1 9 5 5 ),"  NNRF, NS 3 (O ctober 
1955), 777-779.
28 M auron 's  book appeared  in  1935; H o lly  S tevens b e l ie v e s  t h a t  h e r 
f a th e r  re c e iv e d  and read  i t  a t  t h a t  tim e (s e e  Note 1 ) .  A b i l l  from  V idal 
e s ta b l i s h e s  S te v e n s ' pu rchase  o f M a u ln ie r 's  book in  J u ly  1939 (se e  N ote 
1 ) .  H is l e t t e r s  d a te  h i s  re a d in g  o f C a i l l o i s '  book in  1945. F or a more
com plete su rv ey  o f  each m an 's c a r e e r  a s  a  w r i t e r ,  see  Appendix B, which
c o n s is t s  o f b ib l io g ra p h ie s  a rran g ed  in  c h ro n o lo g ic a l o rd e r  o f p u b l ic a t io n .
29 Id eas  o f O rder (1935), O w l's C lover (1936), The Man w ith  th e  Blue 
G u ita r  (1 937 ), P a r t s  o f a World (1942). S tev en s had p u b lish e d  no new 
volum es of p o e try  a f t e r  th e  appearance  o f Harmonium in  1923 (w ith  th e  
e x c e p tio n  o f a  re v is e d  and expanded e d i t io n  o f Harmonium in  1931) . An 
e n la rg ed  e d i t io n  of Id e a s  o f O rder ap peared  in  1936.
The l e t t e r s  f r e q u e n t ly  m ention  S te v e n s ' h igh  concep t o f th e  imag­
in a t io n  and p o e try .  T h is  q u o ta tio n  i s  r e p r e s e n ta t iv e :
The id e a  o f pu re  p o e try , e s s e n t i a l  im a g in a tio n , a s  th e  o b je c t iv e  of
th e  p o e t ,  a p p e a rs  to  be , a t  l e a s t  p o t e n t i a l l y ,  a s  g r e a t  a s  th e  id e a
o f God, an d , fo r  t h a t  m a tte r ,  g r e a t e r ,  i f  th e  id e a  o f  God i s  o n ly  
one o f th e  th in g s  of th e  im a g in a tio n . . . .  I f  one no lo n g e r  be­
l i e v e s  in  God (as  t r u t h ) ,  i t  i s  n o t p o s s ib le  m ere ly  to  d is b e l ie v e ;  
i t  becomes n e c e ssa ry  to  b e l ie v e  in  som ething e l s e .  . . .  A good 
d e a l  of my p o e try  r e c e n t ly  has concerned  an id e n t i t y  fo r  t h a t  
th in g .  (LWS pp. 369-370)
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C hapter I
^ D uring our c o n v e rsa tio n s  H olly  S tevens showed me th e  book and 
paged th rough  I t  to  In d ic a te  t h a t  th e re  a r e  p e n c i l le d  n o ta t io n s  on most 
o f I t s  pages (se e  Note 1, " I n t r o d u c t io n " ) .  For an  I n d ic a t io n  o f S te v e n s ’ 
f u r th e r  a c q u a in ta n c e  w ith  M auron 's work, see  a l s o  Note 17 , " I n t r o d u c t io n ."
So f a r  a s  I  have been a b le  to  d e te rm in e . A e s th e t ic s  and Psychology 
was p u b lish ed  o n ly  In  th e  E n g lish  e d i t io n .  H e re a f te r  c i t e d  In  th e  t e x t .
The sk e tc h  o f Mauron’s c a re e r  I s  based  on Contem porary A uthors 
(D e tro i t :  Gale R esearch  Company), v o l .  9 -10 , 1964, p . 324. T h is  s e r i e s
p u b lish e s  b io g ra p h ic a l  and b ib l io g r a p h ic a l  d a ta  based on In fo rm a tio n  
fu rn ish e d  by th e  a u th o r .  For a more com plete  b ib lio g ra p h y  o f M auron 's 
work see Appendix B.
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Chapter II
^ The o r ig i n a l  t i t l e  i s  I n t ro d u c t io n  à  l a  p o é s ie  f r a n ç a i s e  (P a r is ;  
F a ll im a rd , 1939). A ll  c i t a t i o n s  in  th e  t e x t  a re  to  t h i s  e d i t io n .
The b i l l  from V id a l r e f e r r e d  to  in  Note 1 , " I n t r o d u c t io n ,"  in c lu d e s
an a d d i t io n a l  charge  fo r  b in d in g  th e  book in  l e a th e r .  H o lly  S tevens r e ­
marked d u r in g  th e  c o n v e rs a t io n s  d e sc r ib e d  in  t h a t  n o te  t h a t  S te v e n s ' 
having th e  book s p e c ia l ly  bound in d ic a te s  th a t  i t  was im p o rta n t to  him.
I t  seems l i k e ly  t h a t  he le a rn e d  o f th e  book from a rev ie w  e ssay  by
M arcel A rland  in  th e  N ouvelle  Revue F ra n ç a is e , S e r ie s  1 , 53 (1939), 302-
306. The e s sa y  i s  g e n e ra l ly  com plim entary ; A rland  d e s c r ib e s  th e  work a s  
an  a rd e n t and v ery  b e a u t i f u l  e s s a y  and p r a is e s  M a u ln ie r 's  d e f in i t i o n  o f 
p o e try , though he d is a g re e s  a t  tim es  w ith  M a u ln ie r 's  judgm ents re g a rd in g  
p a r t i c u l a r  p o e ts .
2
The I n te r n a t io n a l  Who's Who (1973) p ro v id e s  t h i s  b r i e f  sk e tc h  of 
M a u ln ie r 's  c a r e e r .  For a  more com plete  b ib lio g ra p h y  of h i s  work see 
Appendix B.
3
A ll  t r a n s l a t i o n s  o f M au ln ier and A rland a r e  m ine.
^ A rland  approves M a u ln ie r 's  d e f i n i t i o n .  He say s  t h a t  though Maul­
n i e r ' s  judgm ent m ight seem " u n ju s t  in  re g a rd  to  c e r t a in  p o e ts ,  i t  i s  n o t 
in  re g a rd  to  p o e try , from w hich he m arv e lo u s ly  e x t r a c t s  th e  e s s e n t i a l  
c h a ra c te r "  (NRF 302) and goes on to  n o te  s p e c i f i c a l l y  M a u ln ie r 's  c la im  
t h a t  th e  n a tu re  o f p o e try  i s  to  u se  language to  m a ste r t h a t  w hich by 
n a tu re  seems to  escape  language (NRF 3 0 3 ). He a g re e s  t h a t  th e  "poet 
does n o t r e c o u n t, he c r e a te s "  (NRF 303 ).
^ A rland  a g a in  approves t h i s  c la im  and q u o te s  M au ln ier e x a c t ly  on 
t h i s  p o in t .
^ A rland  qu o tes  e x te n s iv e ly  from t h i s  p assag e  o f M a u ln ie r 's  e ssay  
(NRF 3 0 3 n ).
 ^ A rland  a g re e s .  He d e s c r ib e s  F rench  a s  " l e s s  rh y thm ic  a s  w e ll a s  
l e s s  m u s ic a l th an  o th e r s ,  more e la b o r a te  and more a b s t r a c t  th a n  any o th e r"  
and n o te s  p a r t i c u l a r l y  i t s  c o n t r a s t  i n  t h i s  r e s p e c t  to  German, which he 
say s  a p p e a rs  to  th e  F rench  a " f o r e s t  o f  m agic" (NRF 303 ).
g
A rland says n e a r ly  th e  same th in g :  " i t  i s  n o t a p o e try  o f th e
i n s t a n t ,  b u t of e t e r n i t y .  And one cou ld  say w ith o u t to o  much e r r o r  th a t  
i t  i s  a p o e try  o f p o e try "  (NRF 3 0 4 ).
9
A rland  does n o t p r e c i s e ly  a g re e  w ith  M auln ier a t  t h i s  p o in t .  He 
a d m its  th a t  th e  g re a t  m a n if e s ta t io n s  o f French  p o e try  a r e  n o t alw ays th e  
m ost p o p u la r , bu t he i s  w i l l in g  to  g iv e  some c r e d i t  to  M usset and Hugo 
and to  acco rd  more w orth  to  th e  F rench  Rom antics in  g e n e ra l  th a n  i s  Maul­
n i e r ,  n o tin g  th a t  th e  "Romantic im p u rity  . . .  i s  p e rh ap s  no l e s s  n ece s­
s a ry  th a n  c l a s s i c a l  r ig o r ;  i t  n o u r ish e s  i t ,  i t  p e rm its  i t ,  and each  re c la im s
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th e  o th e r .  I t  I s  to  M usset and to  Hugo th a t  T h ie rry  M auln ier owes h is  
book" (NRF 305).
Even though , a s  we have a lre a d y  n o te d , A rland som etim es d is a g re e s  
w ith  M a u ln ie r 's  rem arks on p a r t i c u l a r  p o e ts ,  he p r a is e s  M a u ln ie r 's  con­
c e p t o f p o e try  and concedes t h a t  h i s  c r i t i c a l  judgm ents a r e  in  acco rd  
w ith  h is  a e s th e t i c  p r in c ip le s .  Thus, w h ile  A rland f in d s  i t  s u r p r is in g  
th a t  M auln ier d o e s n 't  make more o f a  c a se  f o r  p o e ts  o f th e  m id d le  a g e s , 
and would h im se lf  add T h éo p h ile  to  th e  s e v e n te e n th -c e n tu ry  can o n , he 
a g re e s  co m p le te ly  w ith  M a u ln ie r 's  judgm ents o f th e  p o e ts  whom M auln ier 
a p p ro v e s . He say s  th a t  M au ln ier p re s e n ts  h i s  h i s to r y  w ith  an  "ad m irab le  
and flam ing  in te l l ig e n c e "  and th a t  he does so in  te rm s w hich a r e  n o t 
" in a p p ro p r ia te  to  h is  p u rpose"  (NRF 305 ).
H is f i n a l  assessm en t o f M a u ln ie r 's  book conveys h ig h  p r a i s e :  he
say s  th a t  M a u ln ie r 's  book d e f in e s  th e  e s s e n t i a l  p r in c ip le s  o f  p o e try ,  
m arks th e  c o n t in u i ty  o f  a h ig h  F rench  l i n e ,  and r e p a i r s  i n j u s t i c e s  (NRF 
30 6 ).
Benamou, W allace S tevens and th e  Sym bolist Im a g in a tio n , p . x v i i .
12 Where S te v e n s ' p o e try  and p o e t ic s  r e a l l y  s ta n d  in  r e l a t i o n  to  
s u r re a lis m  d e se rv e s  a s tu d y  dev o ted  e n t i r e l y  to  th a t  q u e s t io n .  Benamou, 
in  th e  work c i te d  above, makes a co n v in c in g  case  fo r  an  a lc h e m ic a l r e a d ­
ing  o f  S tev e n s. I  have o n ly  two r e s e r v a t io n s :  (1) t h a t  th e  a lc h e m ic a l
elem en t i s  even more im p o rtan t in  S te v e n s ' p o e try , p a r t i c u l a r l y  from 
ab o u t 1940 onward, th a n  Benamou's s t r u c t u r a l i s t  re a d in g  in d i c a te s  and 
(2) th a t  th e  r e la t io n s h ip s  betw een S te v e n s ' accom plishm ent in  p o e try  and 
th e  d e e p e s t te n d e n c ie s  in  s u r re a l is m  need a  b ro ad er b ase  th a n  th e  alchem­
i c a l  e lem en ts  in  b o th .
13 A ccording to  th e  E ncyc loped ia  o f P o e try  and P o e t i c s , Abbé Brémond 
"c la im s  a m y s tic a l v a lu e  f o r  p u re  p o e try ,  which fo r  him i s  a l l i e d  w ith  
th e  p r im o rd ia l in c a n ta to ry  elem ent in  v e r s e "  (p . 682).
14 The word co u n ts  a r e  m ine, and app ro x im ate . Thomas F. W alsh, 
Concordance to  th e  P o e try  o f W allace S tevens (U n iv e rs ity  P a rk : Penn.
S ta te  U niv. P re s s ,  1963), c i t e s  over 200 l i n e s  c o n ta in in g  th e  words 
" s p e a k ,"  " s a y ,"  " s a id ,"  " s a y in g ,"  "w ord ,"  "w ords."
M a u ln ie r 's  an th o lo g y  was c e r t a in l y  n o t S te v e n s ' f i r s t  in tro d u c ­
t i o n  to  th e  p o e ts  M auln ier d is c u s s e s .  S te v e n s ' fo u r  volum e s e t  of 
s ix te e n th  and se v e n te e n th -c e n tu ry  French  l y r i c s  (se e  Note 18, " I n t r o ­
d u c t io n " )  in c lu d e s  a l l  th e  p o e ts  M au ln ier d is c u s s e s  from t h i s  p e r io d  in  
F rench  l i t e r a t u r e .
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^ C i t a t i o n s  to  Les Im p o stu res  de l a  p o é s ie  in  th e  t e x t  a r e  to  G a l l i ­
mard ' s  t h i r d  e d i t io n ,  1962. The book c o n s i s t s  of a p r e f a c e ,  a  fram ing  
sk e tch  ("L es A rbres de L a p a " ) , fo u r  c h a p te r s  o f a e s th e t ic  th e o ry  ( " S i tu ­
a t io n  de l a  p o é s ie ,"  "Pour une e s th é t iq u e  s é v è re ,"  " L 'H e r ita g e  de l a  
P y th ie ,"  " Im p o stu res  de l a  p o é s ie " )  and a  f i n a l  fram ing s k e tc h  ("La 
P la in e " ) .
2
P ie r r e  L o t i  (1850-1923) was a F rench  n a v a l o f f i c e r  who a c q u ire d  
a  c o n s id e ra b le  r e p u ta t io n  fo r  h i s  n o v e ls ,  id e a l iz e d  rom ances, and 
tra v e lo g u e s . H is s ty le  has  been c h a r a c te r iz e d  a s  im p r e s s io n is t ic ,  
sensuous, and m u s ic a l.
3
C a i l lo i s  was a f re q u e n t c o n t r ib u to r  to  th e  N ouvelle  Revue F ra n ç a is e  
from th e  m id -1 9 3 0 's  onward, and i t  i s  p o s s ib le  th a t  S tevens had seen  some 
of h is  work th e r e .  H is work a ls o  appeared  in  View, a  m agazine w ith  w hich 
S tevens was f a m i l ia r  (se e  N ote 3 , " In t ro d u c t io n '* ) . S tevens a p p a re n tly  
su b sc rib e d  to  L e t t r e s  f r a n ç a i s e s , a  p e r io d i c a l  th a t  C a i l lo i s  e d i te d  in  
South America (see  LWS pp . 404, 4 1 8 ).
^ The b io g ra p h ic a l  s k e tc h  h e re  i s  based on th e  I n te r n a t io n a l  Who's 
Who (1973-1974) and W illiam  S. R u b in 's  Dada and S u r r e a l i s t  A rt (New York: 
H arry N. Abrams, I n c . ,  P u b l is h e r s ,  1968 ).
^ A ll  t r a n s l a t io n s  o f  C a i l l o i s  a r e  m ine, u n le s s  o th e rw ise  n o te d .
^ The rem arks th a t  fo llo w  ap p ea red  a s  p a r t  of "The S ta te  o f American 
W ritin g , 1948: Seven Q u e s tio n s ,"  P a r t i s a n  Review, 15 (August 1948), 884-
886.
 ^ The rem arks th a t  S tev en s q u o te s  h e re  a r e  p a r t  o f an  a d d re s s  th a t  
he d e l iv e re d  a t  Bard C o lleg e  in  1948. See OP 239-241, s e c t io n  one of 
"Honors and A c ts ."
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C a i l lo i s  does n o t e x p la in  th e  r e f e r e n c e  to  Lapa, which i s  n o t a 
French name. The N a tio n a l G eographic A tla s  l i s t s  o n ly  two p la c e s  by 
th a t  name, one in  th e  rem ote n o r th w e s te rn  p a r t  o f B r a z i l ,  th e  o th e r  in  
th e  narrow  so u th e rn  s e c t io n  o f B r a z i l  n o t f a r  from A rg e n tin a . S ince  
C a i l lo i s  was a p p a re n tly  l i v in g  in  South  America a t  th e  tim e he w ro te  
th e  book and s in c e  i t  was f i r s t  p u b lish e d  in  A rg e n tin a , i t  seems re a so n ­
a b le  to  assume a r e fe re n c e  to  th e  town in  so u th e rn  B r a z i l .  The t r e e s  
he d e s c r ib e s  su g g es t a t r o p i c a l  s e t t i n g .
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